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 The Architecture of Home: 
An enquiry through painting of home in suburban 
Australia 
 
 
 
 
 
Abstract 
 
This exegesis documents a research project that uses art practice to examine 
relationships between notions of home and the built form of the residential suburb in 
Australia. 
 
The project argues that three of home’s essential qualities, those of security, privacy and 
identity are evident in the built form of the suburb. It has examined the ways in which 
built form in the suburb is constructed and designed to accommodate and enhance these 
notions of home. 
 
Home is more than a physical structure or location; it is a synthesis of these things 
together with human centred feelings and memories related to belonging and nurture, as 
well as to other subjective qualities such as security, privacy and identity. In Australia 
the majority of the population have sought home in a suburban environment. The 
suburbs are a focus of debates concerning housing affordability, environmental 
sustainability, design aesthetics and infrastructure. These are complex problems which 
are not explored in this exegesis; however, by exploring home in the suburban 
environment and its relation to built form the project seeks to provide a better 
understanding of home. An enhanced conceptualisation of home will provide new 
information and a broader context with which to consider such debates.  
 
The project focusses upon the suburbs of Coburg and Craigieburn, both in Melbourne. 
These were chosen because as an established middle suburb and a new outer suburb 
respectively they are broadly representative of many middle and outer Australian 
suburbs. The project has researched the links between these qualities of home and the 
built form of Coburg and Craigieburn through a series of paintings. These artworks 
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employ earth pigment as a paint medium to evoke the notion of place, an idea closely 
related to home.  Also, they use the structural elements of the paintings themselves- the 
stretcher bars, timber support and linen surface, as visible entities in the finished works. 
These materials are used as a metaphor for the constructed landscape and spatiality of 
the chosen suburbs. This exegesis also describes and documents the process and 
progress of the paintings creation. It explores how the series of paintings were made as a 
part of investigative research into the ways in which suburban built form defines and 
delineates the suburbs and how it is structured and used in order to create a home. 
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Introduction 
 
 
This project explores through practice-based art research how notions of home are 
reflected in the built form of the Australian suburb. It explores how such forms as house 
exteriors, streets, fences and gardens have been constructed and designed to enhance 
three important qualities of home, those of security, privacy and identity. It also 
examines how the spatial qualities of the suburban template- a collection of freestanding 
houses sited on individual blocks of gardened land, are reflective of home. Through a 
series of paintings the built form of two Melbourne suburbs, Coburg and Craigieburn 
are examined. 
 
The project examines two primary questions: 
 
▪ How are notions of home reflected in the built form of Australian  
  suburban landscapes, in particular the notions of security, privacy  
  and identity? 
 
▪ Given that home is a complex emotional idea intricately bound up  
  with physical place, how might home’s qualities of security, privacy  
  and identity be made manifest in a body of paintings so that new 
  understandings upon the relationship between built form and home 
  in Australian suburbia can be realised? 
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The research methodology used in this project is a phenomenological one. The 
phenomenological method seeks to describe and interpret rather than quantify and 
measure. This methodology has been chosen because the research questions are 
concerned with social phenomena which are qualitative in nature and difficult to analyse 
using a quantitative approach. Chapter one of this exegesis sets out the parameters of 
the research questions and the study’s methodology and location. 
 
Home is an idea known intimately by the heart but perhaps less so by the head. Its 
contours are nebulous due to its non-singular nature; which is why this thesis often 
refers to ‘notions of home’. Although home is a complex idea, the majority of the 
literature upon home acknowledges some principle components of its meaning. The 
geographer Carole Després has summarised these, and notes that in relation to the 
single-family detached house, home is: 
 
▪  Able to provide physical security. 
▪  A zone of control for the individual or family unit. 
▪  A place for expression of identity. 
▪  A place of belonging, experienced temporally. 
▪  A place for the nurture of relationships with family and/or friends. 
▪  Able to provide refuge and privacy. 
▪  An indicator of personal status. 
▪  A place to own and therefore a facilitator of feelings of security and proprietorship. 
 
(Després, 1991) 
 
Because of the complex nature of home the project has focused upon three of its 
essential qualities; these are security, privacy and identity. Home is associated with the 
concept of security through association with shelter and bounded zones of control. 
Privacy is important because home is a place of refuge and social relations; and home is 
linked to identity because it is a place of personal expression (Després 1991). The 
various conceptualizations of these three qualities, together with other notions of home 
current in academic discourse are examined in chapter two of this exegesis. 
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The project is predicated on the idea that the built environment can be read; that is, that 
the built form of the suburbs can offer an interpretation of culture. (Kent 2000). The 
term culture, here, and elsewhere in this thesis, refers to “. . . an integrated pattern of 
human beliefs, customs, norms, knowledge, morals, values, behaviours and institutions 
shared by a group, the inhabitants of a region or a nation (Lawrence 2000, p. 68).” Kim 
Dovey, an architect and academic describes how built form can be read as a signpost of 
culture, when he states:  
 
Architecture and urban design ‘frames’ space, both literally and  
discursively. In the literal sense everyday life ‘takes place’ within  
the clusters of rooms, buildings, streets and cities we inhabit.  
Action is structured and shaped by streets, walls, doors and windows;  
it is framed by the decisions of the designers. As a form of discourse, 
built form constructs and frames meanings. Places tell us stories;  
we read them as spatial text.  
 
(Dovey 2008, p. 1) 
 
 
This view of the designed and constructed environment sees built form as textual in its 
ability to be deciphered and read as a cultural artefact. Applied to the built environment 
of the suburbs it implies that as structures like houses, roads and gardens, etc., are 
constructed to provide a home, they are therefore indicative of Australian cultures 
notions of home.  
 
A predominant feature of the suburban landscape is the house. House and home are 
often conflated, particularly by the property industry and government (Dovey 1985), 
however they are not equivalent. Gibbs (2005) sees the two as twined physically 
together but distinct in terms of their ability to fulfil needs. A house fulfils the lower 
level needs of shelter and protection while a home provides higher level needs such as 
the facility to provide identity. Similarly, the sociologist Hazel Easthope states “While 
homes may be located, it is not the location that is ‘home’. Home is the fusion of a 
feeling ‘at home’, sense of comfort, belonging, with a particular place (Easthope 2004 
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p.136).” Thus home is something that is emotionally invested into a house, and although 
house and home are separate entities they are also twinned together in a social and 
emotional compact. An objective of this project is to explore and articulate the 
connections between house and home. This requires an analysis of how and why home 
is expressed through built form and the use of this analysis in the art research process. 
The aim of this procedure is to produce finished artworks that express ideas of home 
rather than simply an iteration of the physical structure of a house or a place that home 
is attached to. 
 
The project is not concerned with house interiors; rather, it focuses on the exterior of 
houses together with the infrastructure of their settings, such as streets, gardens and 
footpaths. The project has sought to identify the types of built form which can be 
understood as symbols and metaphors of home, and in particular the homely qualities of 
security, privacy and identity. For example, a houses roof provides the occupants with 
shelter from the elements; it can thus be used as a powerful symbol for the homely 
quality of security. Gardens are often used by residents as a means of self-expression 
and are an outlet for displays of territoriality and personality; thus garden imagery in 
artwork can be a useful metaphor for identity. Fences, gates, doors and other thresholds 
all function as protectors of the homely quality of privacy, and thus reference to them in 
artworks can function as a metaphor for privacy and the separation of the private sphere 
from the public.  
 
These linkages between notions of home and their expression through built form are to 
be considered only as a general guide, however. It would be a mistake to ascribe 
essentialist readings and codifications to the relations between ideas of home. For 
example, it does not follow that a high front fence denotes a commensurate high need 
for privacy; it may have been built as a practical measure to combat traffic noise, rather 
than as a visual barrier to enhance a homely sense of privacy. Ideas of home are fluid, 
and essentialist ideas of home are problematic, as they can define these dynamic ideas 
in strict terms that tend to delegitimize alternate visions from the dominant norm 
(Dovey 2002) 
 
The project is not concerned with the built form of houses in isolation; rather the focus 
of study is the collective grouping of house form, which together with associated 
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infrastructure, form a residential suburb. As the geographers Alison Blunt and Robyn 
Dowling have noted, home is multi-scalar; home can refer to a dwelling, a suburb, a 
region or country; or in fact all of these together (Blunt & Dowling, 2006). More than 
three quarters of Australians live within an urban area (ABS 2010), mostly in suburban 
housing. The suburbs in Australia encompass the predominantly residential areas close 
to city centres, the middle zones of similar development surrounding them, and the 
outer areas, which in the larger capitals can extend for up to 40km’s from the central 
city. These locales are characterised mostly by residential developments, consisting of 
low rise bungalow style detached houses set within gardened grounds. The project 
explores the built environment of two suburbs, the middle suburb of Coburg and the 
outer one of Craigieburn, both in Melbourne.  
 
Although much popular commentary regards Australian suburbia as homogenous, there 
is a wide diversity of built form across Australian suburbia. The exclusive suburbs of 
Sydney’s northern beaches are as different from the suburbs of an inland town such as 
Mt Isa as these are from an inner suburb of Melbourne. Because of this diversity in 
suburban form and style, the project has focused upon just two suburbs. The Melbourne 
suburbs of Coburg and Craigieburn were chosen as areas of study because they are 
located in the same city but are of differing age. Because of their variation in age these 
suburbs exhibit differing built form, and thus they have provided the project with 
contrasting conceptions of home. It is important to note, however, that the project is not 
concerned with notions of home in these two suburbs per se; rather these suburbs were 
used as a focus of study because they are broadly representative of many middle and 
outer city suburbs in Australia, and they thus exhibit common conceptions of home. 
 
Coburg is a middle suburb located approximately ten kilometres north of the Melbourne 
CBD. It is characterised by a mix of housing stock; in one street can be seen terrace 
houses and apartment blocks, as well as bungalow style houses from different eras and 
in varying styles, from modern ‘Mc Mansions’ to small Victorian era workers cottages. 
This housing fronts roads of varying widths and types that are often planted with varied 
species of established street-trees. Craigieburn, also north of the city, lies twenty 
kilometres distant from the centre. It is a new suburb with a built environment 
characteristic of new estate developments: a predominance of bungalow style houses 
similar in style and materials, principally one storey and catering to the needs of 
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families. There are few apartment buildings, the roads and infrastructure are of uniform 
appearance and the street trees and garden plantings are relatively young.  
 
Suburban form is at the centre of an ongoing public and private conversation in 
Australian life; the suburb is alternately vilified for being socially, environmentally and 
aesthetically maladaptive and praised for offering the lifestyle benefits of open space, 
family friendliness and individual freedom. The project does not examine the debates 
concerning suburbia or urban development. Home to, is a topical and emotional idea; as 
sociologists and academics Saunders and Williams note “Precisely because the home 
touches so centrally on our personal lives, any attempt to develop a dispassionate social 
scientific analysis inevitably stimulates emotional and deeply fierce argument and 
disagreement (Saunders & Williams 1988, p.91).” This paper does not make value 
judgements about ideas of home, it seeks simply to explore the links between suburban 
built form and ideas of home so that suburbia and home can be better understood. 
Theories of built form together with a description and history of the suburb in Australia 
are contained in chapter three.  
 
The project uses painting as a medium of research. It employs a paint I have made from 
earth pigment. This paint was made by gathering coloured clays from the landscape, 
grinding and sifting this material, and mixing the resultant powder with an acrylic 
binding agent. The dried paint has a matt surface and a range of hues true to the soils of 
the Australian landscape. Earth pigment has a strong association with Indigenous 
culture; it is symbolic of country, clan, story, cultural values and knowledge, and it is 
used in ceremony, ritual practices and art making. I am not Indigenous, which does not 
preclude me from using earth pigment as paint; however, because Australia is a 
colonised country and earth pigment has such primary cultural and symbolic value to 
Indigenous Australians I do have a duty of care to understand the role and importance of 
earth pigment in Australian Indigenous culture as well as its metaphoric value as an art 
material in a postcolonial Australia.  
 
I have chosen this medium because it offers me something that commercially 
manufactured paint cannot; that is, the presence of earth pigment in the works is a 
metaphor for notions of place. Place is a concept closely allied to home, and like home 
its meaning is polyphonous and much contested. Nevertheless, a broadly consensual 
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view of place sees it as a physical locality made special through the meanings and 
values attached to it through lived human experience there (Goodrich and Sampson 
2008). As well, place is distinguishable by its identity, which may be given, for 
example, through a distinctive built form or a particular landscape feature (Berleant 
2003). 
 
Earth pigment is a distinguishing feature of ‘The Red Centre’ and the desert regions of 
‘The Outback’, places that act as signifiers for the broader place of ‘the nation’, the 
imagined social and political body of Australia (McLean 1998). Thus, by using earth 
pigment paint I am identifying the landscapes I am painting as specifically Australian. It 
is not my intention to invoke any narrow or essentialist idea of Australian national 
place. Ideas of nation, although collective, are also dynamic and individual; and the 
presence of earth pigment in my works offers viewers an opportunity for reflection upon 
their own personal ideas of place.  
 
The paintings also allow the structural elements of the paintings themselves to function 
as paint; that is, the stretcher frame, timber support and linen are visual components of 
the finished artworks. Their use as visual media is a metaphor for the constructed nature 
of built form. The use of earth pigment paint and the timber and linen structural 
elements as visual devices is also a way to engage with pushing forward the conceptual 
and technical boundaries of painting as a medium of artistic expression. Chapter four 
describes the art materials used, their production, preparation and use, their physical and 
visual qualities and their conceptual value as metaphors. 
 
Chapter five records and relates the studio research and painting practice component of 
the project. This section examines the application of my painting practice to the research 
question and it elucidates the decisions taken in choosing particular paths of visual 
enquiry.  
 
Despite so much of the Australian population living in the suburbs, the theme of home 
in the suburban environment has not historically been a major subject of Australian art 
(Allen 2008). However the 1970’s ushered in an acknowledgement of Australian 
society’s suburban foundation and the theme of home in suburbia has become a subject 
increasingly engaged with by artists. Chapter six of this exegesis examines several 
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group shows predicated on home, as well as the paintings of Howard Arkley (1951-
1999), the most well-known artist to have explored the subject.  
 
The exegesis concludes with a summary of the progress, process and findings of the 
project and makes suggestions for further research. 
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Chapter1: Research Methodology 
 
 
Research Questions 
 
As outlined in the introduction, home is not just a physical place; it is an assortment of 
subjective psychological and philosophical notions attached to a place, and which 
together comprise the notion of home. The project has examined the following research 
questions:  
 
 ▪ How are notions of home reflected in the built form of Australian  
  suburban landscapes, in particular the notions of security, privacy  
  and identity?  
 
▪ Given that home is a complex emotional idea intricately bound up  
  with physical place, how might home’s qualities of security, privacy  
  and identity be made manifest in a body of paintings so that new 
  understandings upon the relationship between built form and home 
  in Australian suburbia can be realised? 
 
 
These questions are qualitative; they are addressed to phenomena that can be observed 
but not measured numerically. They seek to describe and illuminate social conceptions 
and experiences of home in suburban Australia.  
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Artistic research, in its aim and its methodology, is phenomenological. Its aim is not so 
much to arrive at a certain theory with which to explain aspects of the world, rather, it 
seeks to produce a description of the way these aspects of the world are understood and 
experienced. The methodology of artistic research is phenomenological in that it is 
qualitative in nature, reflexive, subjective and involves tasks orientated towards 
describing, interpreting and recording.  
 
 
Research Methods 
 
The project utilizes practice-based research. It is an original investigation undertaken 
through art making, with the aim of gaining new knowledge. This exegesis is a 
description of the background, process and progress of this artistic practice-based 
research.  
 
The research methodology used in this project is a phenomenological one. 
Phenomenological research is often used within the social sciences, by sociologists, 
ethnographers, geographers, and anthropologists, amongst others. Such disciplines are 
often concerned with human experiences, which are qualitative in nature and difficult to 
analyse using a quantitative approach. Arts practitioners are everyday 
phenomenologist’s according to Van den Berg. In the text translated by Van Manen, he 
states: 
[Phenomena] have something to say to us — this is common knowledge 
among poets and painters. Therefore, poets and painters are born 
phenomenologists. Or rather, we are all born phenomenologists; the poets 
and painters among us, however, understand very well their task of sharing,  
by means of word and image, their insights with others — an artfulness that 
is also laboriously practised by the professional phenomenologist.  
 
(Van den Berg quoted in Groenewald 2004, p. 44) 
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Phenomenology is particularly suited to examining philosophical notions and social 
paradigms. The object of phenomenological research is to elucidate upon how 
phenomenon are understood and experienced by the researcher and people within 
society. Phenomenology, as praxis, relies on an assessment of phenomena as they 
present themselves; the researcher is essentially a describer of the subject of study. As a 
research method it requires the researcher to perceive the phenomena under examination 
through bodily senses and then analyse and reflect upon these perceptions (Lester 
1999). 
 
Phenomenology also requires an attitude of intersubjectivity. The method recognizes 
that the researcher is an individual, and perceptions of the notion being examined will 
thus be personal. However, the phenomenological approach also warrants that the 
shared lifeworld, meaning the everyday world of objects, meanings and actions that all 
actors share, is a world that generates a set of attitudes common to all, and that these are 
also shared by the researcher. Consequently, the researcher must strike an attitude of 
semi-detached enquiry, one that both acknowledges personal subjectivity and also 
objectively surveys the broader lifeworld milieu.  
 
 
Essential Research Tasks 
 
I began the project by first identifying the essential tasks that would respond to the 
research question. These were threefold:  
 
1. To identify and examine the discourses relating to notions of home in suburban 
Australia. 
 
2. To identify the particular built form of the suburbs that display notions of home.  
 
3. To make a series of paintings based on my analysis of the relations between suburban 
built form and notions of home. 
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This was a simplistic view of the complexity that lies behind the research question; 
nevertheless, these tasks remained the primary ones throughout the research and their 
simplicity gave the project structure and enabled me to focus on the objective of the 
project without diverting upon tangential pathways. 
 
The art academic Stroud Cornock has made an analysis of the practice based research 
methodology used by art students. His research shows that methodology is broadly 
divided into two distinctive phases; the first is comprised of actions and thought 
processes that generate ideas and artwork. The second phase is characterised by a 
critical and reflective assessment of the works (Cornock 1983). I have adapted and 
extrapolated upon Cornock’s findings to articulate in point form the research 
methodology I used for this project: 
 
 
1. Acquisition of visual reference data (photographs, sketches)  
and theory (knowledge from books, journals, etc). 
 
2. Generation of studies/work in the studio through the manipulation 
 of materials and reflection upon reference data and theory. 
 
3. Selection of ideas, elements of form, materials and techniques from studio work. 
 
4. Synthesis of above to conceptualise, plan and make artworks. 
 
5. Critical reflection upon the processes, progress, successes and failures of the  
artworks and an articulation of this in the exegesis. 
6. Critical discussion of work and research with supervisors and peers. 
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Location of Study 
 
The term ‘suburb’ in Australia refers to the predominantly residential areas close to 
town and city centres, the middle zones of similar development surrounding them, and 
the outer areas, which in the larger capitals can extend for up to 40 kilometres from the 
urban core. The built form of these locales is characterised by a predominance of low-
rise detached houses set within gardened lots. 
 
In the popular imagining all suburbs are the same, however, a closer examination of 
their form shows they are very dissimilar. In Melbourne, for example, middle suburbs 
such as Moonee Ponds and Camberwell are characterised by large blocks of six hundred 
square metres or more set with older style houses mostly dating from the past sixty 
years. This leaves a relatively large area of private open space surrounding the house. 
Many outer suburbs such as Craigieburn and Caroline Springs often have smaller blocks 
with new and large houses, thus outside space on these properties is relatively minimal. 
Many inner city suburbs are different again in form, characterised as they are by a mix 
of building types such as warehouse, retail and office together with small dwellings on 
small plots, often in the Victorian terrace style. 
 
Built form is not only different between suburbs; it is also different within them. The 
architect and critic of suburbia, Robyn Boyd, in acerbic style notes “In Australia the 
artificial background of life is all highs and lows. A modernistic folly in multicoloured 
brickwork may sit next to a prim Georgian mansionette on one side and a sensitive work 
of architectural exploration on the other (Boyd 2010, p. 4).” Because of the wide 
disparity of built form in Australian suburbs this project has focused on just two 
suburbs: Coburg and Craigieburn, both in Melbourne. These were chosen because in 
many ways they are emblematic of the type of suburb most suburban dwellers in 
Australia call home. Coburg is a middle suburb with older housing stock while 
Craigieburn is a new outer suburban residential development. Differences in the two 
have allowed a ‘compare and contrast’ style of research and presentation. 
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Chapter Two: Notions of Home 
 
 
 
An Overview of Theories of Home 
 
 
Home is an idea at once simple and complex. It is one that resides in the heart more than 
the head; its call echoes from the past of childhood and it wells from a desired future. It 
is so deeply embedded within the human condition that an awareness of homes 
importance is a form of a priori knowledge, and its complex nature and contours go 
largely unnoticed and unexamined. Notions of home by scholars have not gone 
critically unexplored, however. Geographers, anthropologists and sociologists have 
approached notions of home from psychological and sociological standpoints, with 
special focus upon homes relation to culture, gender, migration, geography, economy 
and the built environment. Notions of home within academic discourse are thus diverse 
and often complex. This chapter will begin by sketching out in broad terms the main 
conceptualizations of home current in academic discourse. It will conclude with an 
examination of the three components of home which are the focus of this research 
project, that is, the qualities of security, privacy and identity.  
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Home is a complex phenomenon that encompasses a diverse group of conceptions and 
experiences; it is thus a pluralistic entity, however, in common with other commentators 
(Moore 2000), I will use the singular term home to denote this polyphonous 
phenomenon. Although home is a universally experienced it is also culturally grounded, 
and as such it is conceptualized, lived and felt in diverse ways across different cultures. 
This project is concerned only with home as it applies to contemporary western culture, 
and the examination of home that follows is specific to contemporary urban Australia. 
 
Geraldine Brooks, the journalist and novelist, begins her 2011 Boyer Lecture The Idea 
of Home (Brooks 2011), by describing the sense of displacement she feels living in her 
adopted home of  Martha’s Vineyard in North America. She observes how the weather, 
plants, foods and history of her new place are different from the ones she knew from a 
childhood and earlier life in Australia. Brooks goes on to note her affinity with the 
sentiments of Homer’s wandering Odysseus, who spoke of home thus:  
 
Nothing is as sweet in the end as country and parents, ever, 
Even if, far away, you live in a fertile place. 
 
(Brooks 2011, p. 3) 
 
 
This is a conception of home, articulated three thousand years ago, that still resonates 
today. Home, from this standpoint is one’s birth country; the place where one is born, 
has family and where one knows the physical environment of plants, animals, buildings 
and streets through years of intimate familiarity. The influential social geographer Yi-
Fu Tuan has noted how home can be multi-scalar, and can be likened to a set of 
concentric circles, with the dwelling located in the middle and surrounded by differing 
“home spaces” (Tuan 1993).  These spaces begin with the immediate locale, widen to 
include the town or city, expand to the regional place and widen again to encompass the 
nation and even the globe.  
 
Home, though, is more than a physical site or structure; it is also a collection of 
emotions, memories and ideas related to that physical place. The social geographers 
Blunt and Dowling have explored this idea. They see home as hybrid; a “spatial 
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imaginary: a set of intersecting and variable ideas and feelings, which are related to 
context, and which construct places, extend across spaces and scales, and connect places 
(Blunt & Dowling 2006, p. 2).” Both Geraldine Brook’s and Odysseus’s expression of 
homesickness, iterated above, give credence to this idea of home as an emotional 
relationship with a particular place or places. Such an emotional bond can be regarded 
as an ‘attachment bond’, which can be defined as “1.) The state of psychological well-
being experienced by the subject as a result of the mere presence, vicinity or 
accessibility of the object and, conversely, 2.) The state of distress set up by the 
absence, remoteness or inaccessibility of the object (Giuliani 1991, p. 134).” The notion 
of ‘place’, the set of attitudes, narratives, beliefs and histories felt and enacted by an 
individual or group of people to a locality is central to the concept of home. Numerous 
scholars have noted how a sense of place felt by residents, typically in the form of an 
affective relationship with a dwelling place and its environs, is what defines home 
(Tuan1975; Relph 1976; Dovey 1985). 
Home is a nuanced phenomenon, and it is experienced, felt and thought of in socially 
variable ways. Feminist thinkers claim that home is a gendered concept and men and 
women’s experiences of and feelings for home can be different (Bowlby, Gregory & 
McKie 1997). Home is often conflated in the popular media with the domain of the 
feminine, and is portrayed as a domestic space given over to the care giving tasks of 
cooking and cleaning within the nuclear family. According to a feminist framework 
home has for long been seen as a retreat from the public spheres of work, politics and 
business. This view overlooks the lack of access women have had to work outside of the 
home and devalues the work done at home (Hareven 1991, Blunt & Dowling 2006). 
Furthermore, home for some women may not be a place of security but rather a site of 
oppression and violence (Manzo 2003). 
Class is also a major determinant of how aspects of home are valued. In a recent 
Australian study that examined how young adults of differing classes’ conceptualised 
homeownership it was found that class was an influencing factor in the value placed on 
the security aspect of home. Although young people of middle class and lower class 
backgrounds both aspired to homeownership, the middle class respondents took for 
granted the security that a home affords and placed value in the more abstract qualities 
of home, such as status, identity formation and security through asset investment. 
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People of lower class backgrounds were more interested in the physical and ontological 
security that a home can provide. One of the study participants stated: 
[...] What home would be for me, you know, like, I have a dream that 
 one day I want to own my own home. Like, I want to live in a nice  
four-bedroom place, you know I’ve got lovely things around, you know,  
I’ve actually got a warm roof over my head. (Single woman, currently 
in transitional accommodation, 19) 
 
(Colic-Peisker & Johnson 2012, p. 734) 
 
From this brief overview of home it can be surmised that home is both a tangible place 
and an assortment of ideals and feelings associated with a place or places; as such home 
is a location where personal and social meaning is manifest; home is also multi-scalar, 
existing across geographies and time. Social and personal variables, such as gender, 
culture and class impact upon how home is thought of and experienced. Home is thus a 
fluid and complex concept and for this reason the project has focused only upon three of 
its essential qualities; these are security, privacy and identity. Home is associated with 
the concept of security through association with shelter and bounded zones of control. 
Privacy is important because home is a place of refuge and social relations; and home is 
linked to identity because it is a place of personal expression (Després 1991).  
 
 
 
  
18 
 
Home and Security 
 
 
Ideally, home should be a secure place; it should provide security through the provision 
of a physical shelter, permanence and a defined territory. Home is also a site of and 
contributor to ontological security, which in relation to home, refers to a sense of trust 
in the safety of ones surroundings and a feeling of ease in a place that is familiar and 
private (Saunders 1989).  
 
The sociologists Ann Dupuis and David Thorns, building on research by Saunders 
(1989) have found a strong relationship between house ownership and ontological 
security (Dupuis & Thorns 1998). The Australian Bureau of Statistics in its 2012 Year 
Book acknowledges the security that home ownership can provide, it states: 
 
. . . those who own their home have greater security of tenure than  
most renters, whose occupancy rights are subject to review at relatively 
frequent intervals. Owners generally also have more freedom than  
renters to modify the dwelling to suit their specific needs and tastes . .  
 
(ABS 2012 [i]) 
 
It would seem that Australian households agree; 69% of which own their homes or are 
in the process of owning them. Furthermore, homeowners show a distinct preference to 
own a freestanding house on an individual block of land; 88% of homeowners in 2009 
lived in this type of dwelling (ABS 2012). Such is the seductive power and 
overwhelming presence of the owner occupied suburban home that the phrase “The 
Great Australian Dream” has entered the lexicon to describe the phenomenon. “The 
Great Australian Dream” is not just a dream of home, it is a dream of a particular kind 
of home; one that is owned, familial, and almost by default, suburban.  
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A home of one’s own is as much a social and political idea as it is a personal one. The 
geographers Davison and Dingle quote Robert Menzies, who in a 1942 address on 
behalf of Liberal Party policy, had this to say upon home ownership: 
 
One of the best instincts in us is that which induces us to have 
one little piece of earth with a house and garden which is ours, 
to which we can withdraw, in which we can be amongst our 
friends, into which no stranger can come against our will. 
 
(Menzies, quoted in Davison & Dingle 1995, p. 4-5) 
 
Similar sentiments were echoed by the popular press of the day. Australian Home 
Beautiful in 1948 stated “There is, after all, no satisfaction quite so complete as that of 
the man who tills the soil in his own garden, who watches his children play safely on his 
lawns within the healthy confines of his own fences. . . lord of all you survey (Davison 
et al 1995, p. 5). Contemporary sentiment echoes this feeling; the geographer Lynne 
Richards notes that in response to a survey upon the significance of home, common 
answers from suburban residents stressed the importance of a house as security, haven 
and independence (Richards 1990). In regard to a question upon the importance of home 
ownership, a typical reply was “It means everything really. Security. You’ve got a home 
to come to (Richards 1990, p. 115).” ‘Security’ was a key word common amongst 
respondents. Further questioning elicited more nuanced reflections and further 
definitions of this term. Some answerers cited the financial security that home 
ownership offered, while others stressed the independence and control felt from being a 
home owner.  
 
Another key contributor to feelings of security and thus a sense of home is the ability to 
define and control territory. In an oft quoted passage the territoriality of home is 
described by philosophers Gilles Deleuze and Félix Guattari thus: 
 
. . . home does not pre-exist: it was necessary to draw a circle  
Around that uncertain and fragile centre, to organize a limited 
space . . . The forces of chaos are kept outside as much as possible, 
and the interior space protects the germinal forces of a task to 
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fulfill or a deed to do. . . Finally one opens the circle a crack, 
opens it all the way, lets someone in, calls someone, or else goes out 
oneself, launches forth.        
 
 (Deleuze & Guattari 1987, p. 311) 
 
 
In this passage the authors are emphasizing how territory contributes to home by 
providing security, both physical and psychological. Territory, Deleuze and Guattari 
write, “is first of all the critical distance between two beings of the same species: Mark 
your distance. . . Don’t anybody touch me; I growl if anyone enters my territory, I put 
up placards. . . It’s a matter of keeping at a distance the forces of chaos knocking at the 
door (Deleuze & Guattari 1987, pp. 319-320).” 
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Home and Identity 
 
Identity, like home, is a complex and nuanced phenomenon. For the purposes of 
describing its relation with home it can be defined as an individual’s conception of self 
as well as a social group’s conception of the individual. A person’s identity is 
something that is communicated to others through a broad array of social cues, actions 
and symbols that take place in a variety of physical and social settings. Home, as a 
physical place and a social space is an important site of both identity display and of 
identity formation (Rapoport 1981). 
 
Contemporary mass media stories upon property and lifestyle have, especially since the 
1990’s, placed especial emphasis on homes relation to personal identity. Popular 
television series such as Nine Network’s The Block and Burke’s Back Yard are devoted 
to highlighting how the homeowner can improve their property in highly personal and 
individually themed ways, while the magazine supplements of the weekend 
metropolitan newspapers often contain similar content. Ostensibly, such media coverage 
is concerned with renovation, DIY and real estate equity, however coeval with this is an 
emphasis upon using property as a cipher for personal taste, style, class and selfhood.  
 
The sociologist John Archer originates the role of the suburban house as agent and 
showcase for personal identity to England in the early 18
th
 C and the very beginnings of 
the suburban form. It was at this time that enlightenment ideas of selfhood were playing 
an increasingly important role in shaping society. Instead of an individual’s identity 
being formed by his or her relation to the church and state the individual was free to 
determine their own selfhood, and the material world was reappraised and adopted as a 
means to anchor and define the self (Archer 2005). 
 
Archer traces this relationship between identity and the suburban home from its origins 
in England, where the suburban form began, to the modern suburban estate in North 
America; however, Australia to, imported the suburban template from England, along 
with the forms concomitant ability to act as a vehicle of, and signpost for, identity. The 
sociologist Carole Després concurs with Archer’s view of the home as a facilitator of 
identity. The home, she claims, is a symbol of how residents perceive themselves and 
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how they wish to be perceived by others. She notes, however that an individual may not 
intend to convey an impression of social identity through his or her home; however, it is 
still inferred by others nevertheless (Després 1991). This aspect of home has been 
exploited by developers and builders who draw attention to the role of the home as a 
symbol of social status. The academic and architect Kim Dovey has analysed the 
advertising literature of a number of display homes in Melbourne and Perth from 1968 
to 1989 to reveal the values they express. These full scale houses complete with 
landscaping and furnishings are used by property developers and builders to market 
their products. They offer a prospective customer a chance to see the size, layout and 
construction materials of a prospective home; and through their use of carefully chosen 
furniture they offer a seductive vision of an imagined future (Dovey 1994). His study 
assumes that the marketing agents of these display homes are producing houses that the 
customer base wants and that the advertising reflects their needs, wants and desires. He 
notes however, that “The advertising reflects a set of myths and portrays an ideal rather 
than a reality (Dovey 1994, p. 128).”  
 
Dovey’s analysis combined with an examination of similar contemporary advertising 
has provided the project with useful insights into how home is conceived by Australia’s 
property buying public. Dovey observes that homes are advertised hierarchically, with 
each home purportedly having the power to bestow a place on the social ladder. The 
lower rungs offer the potential buyer a new identity as an independent, right thinking 
subject, free from the impositions of a landlord. As the homes become more expensive 
their advertising offers identities congruent with higher social status. One such 
advertisement reads. 
 
You know about success. You know it can be achieved and  
achieved without compromise. It’s reflected in everything that  
surrounds you. Like the home you choose to live in. A home  
that makes a statement in every one of its striking lines.  
A statement about you. About working towards your goals,  
and ultimately making your mark . . .A reflection of success. 
 
(Dovey 1994, p. 141) 
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This quote is sourced from the advertising of the 1980’s; however the emphasis upon 
status in such literature is no less prevalent today. A developer’s website marketing a 
subdivision in Craigieburn urges prospective purchasers to: 
 
 
Aspire to something truly special and create the home you've  
always wanted at stunning Mt Aitken, Highlands' most coveted 
address. It's the opportunity to live amongst quiet tree lined 
boulevards with panoramic views, and enjoy the privilege of  
Residents' benefits in an exceptional community. 
 
(Stockland 2012) 
 
 
However, identity is not only expressed through grand architectural or stylistic 
statements, it is also manifested through small details and quiet individual interactions 
with environment (Lewis 1999). The choice of garden ornamentation, house paint 
colour, kinds of backyard accoutrements, these are all individual expressions of 
personal taste and identity that contribute to making a resident feel at home in their 
environment. 
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Home and Privacy 
 
Home, at least the ideal home, is synonymous in the popular imagination with haven 
and refuge. It is an off-stage place where an individual or the household can relax and 
feel secure, away from the view and control of the outside world. In more academic 
terms, the home is at the centre of the ‘private sphere’ (Saunders & Williams 1988) 
which, as it relates to the home, can be defined as “. . a zone of non-interference, which 
is separate from others, a protected zone specially set aside for the individual or the 
family (Hansson 2008).” The private sphere is counter posed to the public sphere, the 
place of duties and obligations to those outside the household.  
 
There is a strong expectation in Australia that the home be inviolate from others 
interference. Robin Boyd, in Australia's Home his social history of domestic 
architecture, writes of the suburban home: 
 
Each family asked, when the days work was done, for isolation  
from the next family. Each member asked for the possibility of  
privacy from the remainder of the family. The nation was built on  
the principle that for every family there should be a separate house  
and for every person there should be a separate room. 
 
(Boyd 1987, p. 3) 
 
The spatial layout of suburbia with its individual allotments, each one the site of a 
single house surrounded by its own garden, is optimised for privacy. A pioneer of urban 
studies, Lewis Mumford, succinctly describes suburbia as “a collective effort to live a 
private life (Mumford, quoted in Fishman 1987, p. x).” A private life was what the 
bourgeoisie of 18
th
 C London sought when they decamped with their families to the 
nearby countryside, and thus founded the first suburbs. Seeking solace from the cities 
ills, the opportunity for self-expression and privacy, they found that the compact 
bourgeois villa set in gardened grounds, the forerunner to the modern suburban home, 
was the ideal private retreat (Archer 2005). 
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The modern suburban home is also valued for the privacy it offers. At its simplest, 
privacy is the capacity to be free from others surveillance. Away from the monitoring 
and expectations of the public sphere the need to maintain a particular role is absent and 
the individual or household unit can relax and live in an unconscious manner (Saunders 
& Williams 1988). The built form of the house and yard can aid in the achievement and 
maintenance of privacy. For visitors the sanctity of the home is approached and 
breached through what art critic Peter Timms terms “the theatre of arrival” (Timms 
2008). Leaving the street and the public sphere behind a visitor may enter the domain of 
the private household through a gate; it may be a modest wire infill one or a large and 
ornate wrought iron ensemble gracing a McMansion style villa. A path leads to the 
houses entrance across a lawn which provides a spatial barrier between the home and 
the public street. At the threshold now the visitor may encounter a verandah or patio. 
But here the caller has not yet entered the sanctum of the home. As the Australian 
novelist David Malouf notes “A verandah is not part of the house. Even a child knows 
this. It is what allows travelling salesmen, with one foot on the step, to heave their cases 
over the threshold and show their wares with no sense of embarrassment on either side, 
no sense of privacy violated (Malouf 1985, p. 20).” The front door is the final barrier to 
the sanctum of the home; it may be ornate or plain, either way it is the last physical 
form in the theatre of arrival (Timms 2008). 
 
 
 
 
  
26 
 
 
 
Chapter 3 – Theories of Suburban Form 
 
 
 
Built Form and Culture 
 
 
The term ‘built form’ refers to the human made features of the environment. In a 
suburban setting built form encompasses houses, roads, pavements, electricity and other 
service infrastructure, houses, apartments and other dwellings, shops and commercial 
buildings, as well as the organic elements of parks, gardens and landscaping. Most of 
the built form present has been constructed to provide the infrastructure for dwelling. It 
is important to note that ‘dwelling’ is not the same as ‘home’. Dwelling, in this instance, 
refers to an ontological and physical relationship with environment that encompasses 
the many activities required for survival in the modern world; whereas home is a subset 
of dwelling. It would be wrong, therefore, to claim that all the built form of the suburbs 
can be read as a signifier of home. Nonetheless, some of it can; for it is reasonable to 
assume the designers of suburbia and the dwellers thereof are intent on a homely 
environment as well as a functional one. 
 
The project is predicated on the idea that aspects of culture are made visible in the built 
environment. This is an idea central to the discourses and practices of social 
geographers, ethnographers and architectural theorists (Kent 2000). It is not a new idea; 
the French architect and critic César Daly in 1864, stated: 
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Our suburban architecture...reveals the spirit and character of  
modern civilization, just as the temples of Egypt and Greece,  
the baths and amphitheatres of Rome, and the cathedrals and  
castles of the Middle Ages help us to comprehend and penetrate the 
spirit of previous civilizations. 
 
(Daly, quoted in Fishman 1987, p. 3) 
 
 
Daly is positing here that suburban built form is an expression of the culture in which it 
is made and thus can be interpreted as a guide to the characteristics of that culture. This 
notion has persisted since Daly’s time, undergoing various iterations and adaptations 
since. From the 1970’s onwards the theory has received fresh attention from social 
scientists, especially from geographers whose discipline had taken a humanistic turn 
(Nesbitt 1996). These theorists were using a new framework, based on semiotics, by 
which to understand the relations between culture and the built world. The new thinking 
recognized that the built environment is a form of discourse. Discourse is more than the 
familiar forms of communication such as speech and writing; it encompasses all of the 
ways in which meaning and intention are made manifest (Dovey 2008). This idea is 
central to the theory of structuralism, and post structuralism, which have their origins in 
the theory of semiotics postulated by De Saussure early in the 20
th
 C. De Saussure put 
forward the idea that language functions as a system which is dependent on the relations 
of its component parts. Prime amongst languages parts is the sign, which is comprised 
of the signifier, a linguistic stand-in for an object, and the signified, the aforesaid object. 
Linguistics is thus concerned with the creation, transmission and reception of meaning, 
and its theories were adopted by other disciplines in the 1960’s onwards in order to 
understand if and how other cultural artefacts operate as discourse (Nesbitt 1996). 
 
One of the early researchers of the built environments ability to communicate and carry 
cultural ideas was the semiotician and novelist Umberto Eco. In his essay Function and 
Sign: The Semiotics of Architecture (1973), he begins by observing that the attribution 
of a communicative quality to architecture is difficult because architecture is so 
obviously conceived as, and acts as, a functional object. However, Eco breaks down 
architectures semantic structure into a denotative meaning and a connotative one. An 
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architectural form denotes a meaning that is related to its function, and this meaning is 
constructed and iterated by the culture in which the architectural form arises in. For 
example, there are clearly recognized configurations of form indicating ‘church’, 
‘house’, ‘railway station’, etc. However, function is not the only meaning 
communicated; architecture also connotes meanings separate to denoted functional 
ones. Eco cites the example of a gothic church, its form denotes its function as a place 
of religious congregation, but its height and scale connote a secondary meaning- the 
presence of the divine. Meanings are not stable however, like culture they are subject to 
flux, erasure and change over time. Eco also demonstrates that there is no merit 
analysing architecture to unearth a semantic ‘code’ inherent in its forms that could 
function in the same way as a word might in language in order to signify meaning. 
Connotative meanings in built form cannot be rigorously prescribed, as the code for 
understanding the relation of architectural elements to cultural mores operate within a 
broad, subjective and changeable cultural field (Eco 1997). 
 
Amos Rapoport’s text House Form and Culture (1969) was also influential upon the 
study of built forms relation to culture (Kent 2000). Rapoport’s book did not 
specifically address home, rather its focus was on vernacular houses, that is, dwellings 
constructed in the folk manner without the aid of planners, architects or the Western late 
capitalist economy of mass production and consumption. Rapoport showed that the 
layout, style and form of such houses were not always climatically, geographically or 
technically determined, but were also greatly influenced by social factors (Rapoport 
1969).  
 
In a later paper, Rapoport set down in more definitive terms the meaning of culture, 
built form and the relations between them (Rapoport 2000). Culture, he notes, is not a 
directly observable phenomenon; it is not a thing, but rather it is a theoretical construct, 
and can be inferred only through its effects and products. Rapoport posits that it is 
useful to corral the various definitions of the term into three different but 
complementary classes. These are: “culture as a way of life typical of a group; culture as 
a system of symbols, meanings and schemata transmitted through symbolic codes; 
culture as a set of adaptive strategies for survival related to resources and ecology 
(Rapoport 2000, p. 179).” 
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Another way of understanding culture Rapoport suggests, especially if it is to be 
understood in relation to built form, is to ask not what culture is, but what it does. He 
lists three such conceptions. Firstly, culture is used by populations as a way to maintain 
group identity. Secondly, culture is a means of control. It controls its propagation by 
allowing information about its makeup to be transmitted through social behaviour and 
through physical artefacts. Thirdly, culture helps to define particulars; it provides an 
overall framework that gives meaning to its constituent parts (Rapoport 2000).  
 
These conceptions of the ways culture operates are useful, Rapoport claims, in 
understanding how culture is transmitted into built form. He notes that the two are not 
equivalent; culture is vast and built form is but a small component of it. Also, culture is 
not translated wholesale into built form, but that “. . . some aspects of culture (lifestyle, 
behaviours, social structures, status, power relationships, meanings and so on) are 
translated into some aspects of built form: some components of culture are related to 
some components of environment (Rapoport 2000, p.184).” In practical terms, I take 
this to mean that the built environment of a particular culture cannot be read as a 
complete guide to that culture, and that a prescriptive approach to the identification of 
culture in built form is an aporia.  
 
Rapoport notes that it is important to remember that culture is a characteristic of people. 
Culture is thus enacted; it is through the thoughts and actions of people that culture 
continues. This plays an important role in the translation of culture into built form 
because it is through the habitual behaviour of people that cultural landscapes develop 
(Rapoport 2000). The geographer N. J Habraken concurs with his view. He notes that 
built environments often exhibit recurring features and forms that coalesce to make a 
landscape that can be understood as coherent. This coherence is driven both by explicit 
and implicit understandings shared by residents, government and private actors. Explicit 
understandings are such things as planning controls, building regulations and property 
covenants. Implicit governances are embedded within localized and broader cultural 
knowledge (Habraken 1998). 
 
This leads to an important question: Who is it that acts and thus expresses culture 
through built form? Melbourne architect and academic Kim Dovey, has explored this 
idea with respect to societal power structures; he states:  
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. . .the built environment mediates, constructs and reproduces  
power  relations. . . .place creation is determined by those in control  
of resources for better and for worse. Places are programmed and  
designed in accord with certain interests – primarily the pursuit of  
amenity, profit, status and political power. The built environment  
reflects the identities, difference and struggles of gender, class, race,  
culture and age. It shows the interests of people in empowerment and 
freedom, the interests of the State in social order, and the private  
corporate interest in stimulating consumption.  
 
(Dovey, 2008, p. 1) 
 
 
Dovey’s text is an analysis of the ways in which various institutional and state actors 
impose, maintain and project power through built form. He identifies a number of ways 
this occurs, however, three of them are also implicated in the ways built environments 
are concretised into notions of home; these are: 
 
Orientation: Built form orientates people in accordance with desired flows of 
movement, separation and congregation.  
 
Surveillance: Space is segmented by built form so that certain areas, people and actions 
can be monitored by others. 
 
Identity: Socially constructed identities, i.e. community identity, are reflected in 
symbolic form in the built environment (Dovey 2008). 
 
These three relationships between built form and home are most evidenced in the spatial 
layout of the suburban environment. A birds-eye view of a typical Australian middle or 
outer suburb would reveal parcels of land with an average area of 600 square meters, 
each with a freestanding house, grouped together in predominantly rectangular blocks 
and bounded by roads. These residential blocks form a network through their street 
connection with other blocks. Although the suburban house is a dominant visual feature 
of the suburban landscape, the overall structure, or street plan of the suburban form is 
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what allows the house to exist. Thus it can be argued that the preeminent form in the 
suburban environment is the structuring agent of the residential block and the road 
system it is connected to. 
 
The ways in which orientation, surveillance and to a lesser extent identity, are impetuses 
to the expression of home in suburban built form is implicit within street layout. Streets 
orient the movement of residents in specific ways, and home, as a fixed point of 
physical and ontological security, is the point of arrival and departure. Home, in this 
instance the house, is a place of refuge and a centre of care from which, and to which, 
resident’s journey (Porteous 1976). The need for physical and psychological security is 
a prime component of a sense of home, and one way that security is felt and enacted is 
through the monitoring of territory (Richards 1990). In the suburban landscape this 
means each resident or family makes use of built form to display and enact practices of 
territoriality. Surveillance is one such method of practicing territoriality and it is 
enhanced by the layout of residential properties which are situated side by side and face 
each other from opposite sides of the street.  
 
The segmentation of the suburban environment into allotments, residential blocks and 
zones of stasis/movement is an example of the philosophers Gilles Deleuze and Felix 
Guattari’s (1987) notion of the assemblage. Places of social interaction, according to 
Deleuze and Guttari, exhibit the qualities of an assemblage; that is, they are comprised 
of many parts, or segments, as the authors call such divisions. The properties of the 
whole are discernable through the interactions between the parts (Deleuze & Guattari 
1987). The relevance of assemblage theory to suburban built form is that social, 
geographic and physical divisions form boundaries and delineate territory; and territory 
and territorial control are a key component of home and the security that home 
engenders. According to Deleuze and Guattari “We are segmented from all around and 
in every direction. The human being is a segmentary animal . . . Dwelling, getting 
around, working, playing: life is spatially and socially segmented. The house is 
segmented according to its rooms’ assigned purposes; streets, according to the order of 
the city. . . . (Deleuze & Guattari 1987, p. 208).” The assemblage theory of Deleuze and 
Guattari is a useful way of thinking about built form and its relation to notions of home. 
It allows a consideration of the built environment not as a singular, monolithic, or 
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purely physical entity but as a part of a system that is dynamic and strongly involved in 
the social world. 
 
It is apparent then that the built environment, being a cultural product, is a form of 
discourse that functions as a system of signs that is able to be decoded to give and 
receive meaning. This principle required that I identify the signifiers of home in my 
chosen suburbs of Coburg and Craigieburn and to then conduct further research through 
art making. The description and analysis of this phase of the research project is 
contained in Chapter 5: Painting the Suburbs- a record of PhD studio production.      
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History and Form of the Suburbs in Australia 
 
Australia is a suburban nation. The cicada chirp of the lawn sprinkler on a summers day, 
the sizzle of sausages on a backyard barbie and the slow low din of Sunday 
lawnmowers evoke for many Australian home life; at least more so than the crack of a 
stockwhip or the crash of surf. 75% of Australians live in urban areas (ABS 2006) and 
the average proportion of capital city households living in freestanding suburban houses 
is 74% (ABS 2012 [ii]). Despite the narratives that have described Australia as a nation 
of bush and beach dwellers the country has always been predominantly suburban. This 
chapter will examine the development of the suburban form in Australia. 
 
Suburbia 
Suburbia has something in common with home in that it is both a place and a set of 
notions attached to that place. A suburb becomes suburbia when it is perceived as 
having certain qualities. Grammatically speaking the term ‘suburbia’ refers to a 
geographic place- that of the suburbs. However, the term is more often used to denote 
the perceived social, cultural, political and cultural paradigms existent in the suburbs. 
Suburbia is a place that is socially maladaptive, environmentally unsound and 
economically inefficient. Sprawling, ugly and isolating are some of the adjectives used 
to describe the suburbs in scholarly and popular publications. ‘Suburbia’ in this 
incarnation is used as a pejorative. However the term can also be used, albeit less often, 
as a positive. Homely, leafy and family-friendly are some of the terms associated with 
this version of suburbia (Dingle 1999; Rowse 1997).  
This exegesis often uses the terms ‘suburbia’, ‘suburban’ and ‘the suburbs’. In all 
instances I am referring to a geographic place with a particular built form, i.e., a 
residential zone separate from and satellite to an urban centre.  
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Suburb 
The term 'suburb' refers to a geographic locality counter-posed to a mixed use urban 
core, characterised by built form orientated to specific uses, be they residential, 
industrial or commercial. The term is thus very broad and it may be used to describe a 
variety of locales with distinct built environments. The term is thus contextual to the 
particular type of built form prevalent; however it is the residential suburb that is most 
often referred to when the term is used. 
Robert Fishman, an urban planning academic, sees the suburban form as having been 
founded primarily upon utopian ideals. In reference to the genesis and development of 
the suburb he writes “Its power derived ultimately from the capacity of urban design to 
express a complex and compelling vision of the modern family freed from the 
corruption of the city, restored to harmony with nature, endowed with wealth and 
independence yet protected by a close-knit, stable community (Fishman 1987, p. x).” 
Fishman acknowledges that the suburbs were partly born from a desire to merge the 
benefits of the country with the city; however, he notes that in the modern era these two 
zones, along with their attendant qualities, have been erased from suburbia by the forces 
of modernity. Writing in the 1980's, he states “The basic concept of the suburb as a 
privileged zone between city and country no longer fits the realities of a posturban era 
in which high tech research centres sit in the midst of farmland and grass grows on 
abandoned factory sites in the core (Fishman 1987, p. 16).” The suburb, according to 
Fishman, can no longer be defined in relation to an urban centre. He sees suburbia as 
increasingly taking on some of the qualities of the city. Thirty years later his vision 
seems prescient. Outer suburbs in Australia no longer are purely residential; developers 
are at pains to incorporate within their sites shopping centres, community centres, parks 
and transport hubs. The modern service centred economy has also helped to shift 
employment from the city to the periphery, and increasing numbers of people are 
working from home or are employed in their own or neighbouring suburbs. 
The general conception of a suburb in contemporary Australia, however, is as a 
geographic zone separate from a city or town that is used for residential purposes. It is 
thus a dormitory community- a place of abode that is returned to at the end of a working 
day and left again on the morrow. Suburbs may be designated as inner, middle, outer or 
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satellite, according to their location in relation to a city or town. Suburban built form is 
variable and is often relational to a suburbs age and position relative to the historical 
urban centre. For example, housing in the inner Melbourne suburb of Fitzroy is 
characterised by Victorian era terrace housing mixed with multi-unit apartment 
complexes, many of which have been converted from warehouses in this former 
working class area. The middle suburbs are largely residential and their built 
environment is characterised by single houses set on individual allotments, although in 
Melbourne the last ten years has seen an increase in “urban infill” developments – multi 
unit dwellings newly constructed on sites formerly occupied by single detached houses 
(Phan, Peterson & Chandra 2008). In outer suburbs, such as Melbourne's Craigieburn 
the housing stock almost exclusively takes the form of separate houses on individual 
land parcels. It is the later described built environment that is generally imagined when 
the term 'suburb' is invoked in Australia. It could, perhaps, not be otherwise, as detached 
houses make up 80% of housing units (Newton 2001), and this is no doubt a major 
contributing factor to Australian cities possessing the lowest population densities of any 
in the world (Urban Transport Fact Book 2003)  
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Origins of Suburban Form 
Today, the residential suburb, characterised by a single house, often a family one, on an 
independent land parcel, is the pre-eminent type of mass housing development in the 
Anglo sphere, and it is rapidly becoming a burgeoning one in other parts of the world. 
Suburbs are not a modern phenomenon. The word 'suburb' originates from the latin sub 
urbe, literally meaning beneath (sub) the city (urbe). However, the city component of 
the term also refers to a pre-urban nucleus such as a castle or other fortification (Harris 
& Larkham 1999). If a key characteristic of a suburb is its peripheral relation to an 
urban centre, as most scholars’ attest (Archer 2005; Clapson 2003) then suburbs have 
been a feature of urban landscapes in Europe at least since Roman times. It is in 
Eighteenth century London, however, that the modern suburb has its genesis. 
Urban historian Robert Fishman (1987) has recorded how the Eighteenth century 
London suburbs were developed by a particular group within British society, the 
bourgeoisie. The bourgeoisie were the wealthiest of the London middle class; its 
members included merchants, bankers, professionals such as lawyers, and even master 
craftsmen/merchants. It was this influential groups’ move in residence from the city to 
the nearby countryside that began the evolution of the modern suburb. This relocation 
out of the city centre was motivated by a confluence of economic and social events; 
principally, the advent and rapid progression of merchant capitalism in combination 
with changes in two fundamental aspects of bourgeois culture, those of class and family 
(Fishman 1987). 
In the early part of the Eighteenth century London was the centre of burgeoning 
international trade. The city centre was both a place of business and residence for the 
wealthy merchant and professional classes. The poorer populace, however, lived 
predominantly in the suburbs surrounding the city. These were not like contemporary 
suburbs; they were overcrowded and unsanitary, as the economic, legal and social 
means were not available to expand housing into the country. The city centre was not 
solely the preserve of the wealthy, the poor also lived there, and despite their differences 
all classes lived in close physical proximity to each other. However, as the century 
progressed a cultural view developed that social distance between classes should ideally 
be mirrored by physical distance. Thus, the public life of London’s parks promenades, 
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streets and alehouses which mixed the classes became less attractive to the bourgeoisie 
(Fishman 1987). 
The greater incentive to flight from the urban centre, however, came from a dramatic 
change in familial relations. Robert Fishman (1987), drawing on research from 
Lawrence Stone, argues that major changes in family dynamics were fundamental in 
incentivizing the establishment of suburban homes (Fishman 1987). This shift in family 
relations began in the late 1600’s and was driven by the growth in merchant capitalism 
and the reformative force of the Christian evangelical movement. These new social and 
economic influences acted to change the ways family, home and work were 
experienced. The family thus became more insular and autonomous from wider society, 
and households sought to complement this independence with living arrangements that 
enhanced privacy and intimacy. According to Fishman (1987) the built form of the city 
and of domestic architecture no longer served the new dynamics of these changing 
familial and social relations. Because merchant’s houses were also their place of 
business they were open to the city and its civil and civic demands, and thus the 
family’s needs in relation to privacy and intimacy were not being met. This was 
unacceptable for the bourgeois urban elite and it was their solution to this infringement 
upon the family unit, as well as a desire to achieve social segregation, which created the 
first suburbs similar to those of the modern era. The merchant and professional classes, 
rather than continue to both live and work in the urban core, divided these activities by 
making homes in the countryside near London and using their city properties for work 
(Fishman 1987). 
 
The urban historian John Archer concurs with Fishman’s explanation of the first 
suburbs having been born from bourgeoisie reaction to social and economic change. 
However, he posits that new notions of selfhood, gaining currency at the time, were also 
crucial to the birth of the suburban form. ‘Selfhood’ refers to an individual’s personal 
identity and autonomy. Until the late Seventeenth Century an individual’s identity was 
bound closely with his or her relationship to the church, the state and strict societal 
conventions of class. However, enlightenment ideals pertaining to selfhood allowed 
emancipation of the individual from these formal ties, and with the aid of a burgeoning 
capitalist economy and democratic political system the individual was free, in fact was 
obligated, to formulate a personal individuated self. One of the principle ways the self 
38 
 
could be defined was through the ownership, architecture, location and furnishing of the 
house; and the suburban house situated within gardened grounds was developed, in part, 
from this new conception of personal and autonomous identity (Archer 2005). 
 
The suburbs could not develop, however, without the legal and infrastructural means for 
their creation. One of the biggest facilitators for their continual expansion was a change 
in the legal system governing the tenure, subdivision and use of land (Kostof 1992). 
This helped to drive property speculation which was not only responding to demand but 
also creating demand. The architect John Nash noted this in early 19
th
 century London; 
he observed:  
The artificial causes of the extension of the town are the speculations 
of builders encouraged and promoted by merchants dealing in the  
materials of building, and attorneys with moneyed clients, facilitating  
and indeed putting into motion, the whole system;  
 
(John Nash, quoted in Kostof 1992, p. 54) 
 
Developments in and the provisioning of transportation were also key to the rise in 
suburban form. In London Private horse-drawn coaches were the first means of 
commuter transport, followed by public horse-drawn coaches. Railways, underground 
trains and buses were crucial in allowing dormitory suburbs to expand; but it was the 
private motor car which facilitated an even greater spread of suburbia (Kostoff 1992). 
By the mid-20
th
 Century, a scant two hundred years after the first suburban villas 
appeared on the London periphery, the democratization of the form was complete; 
London, and by extension England, was suburban. 
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Development of Suburban Form in Australia 
 
Australia became a suburban nation almost from the inception of colonial settlement. As 
the urban planning academic Graeme Davison has noted “Australia was born urban and 
quickly became suburban (Davison 2001, p. 4).” Of course, Davison is referring to 
Australia the political/social entity, and the land of Australia had been home to 
Indigenous people belonging to approximately five hundred different language groups 
for thousands of generations before the advent of colonial settlement/invasion. The 
Indigenous population was nomadic, and moved residence in accordance with seasonal 
food availability and cultural laws. With the arrival of the colonials came new ways of 
land management that were in diametric opposition to Indigenous ones. The colonials 
saw the new land as a tabula rasa that could be assigned uses and overlaid with 
Cartesian maps, plans and survey lines. Accordingly the first residential areas of the 
colony were quickly identified and town plans were created (Proudfoot 2000). 
 
It was Governor Arthur Philip who oversaw Sydney’s first town plan, which decreed 
the construction of only one dwelling per allotment and allotment sizes of  60 foot x 150 
foot, very close in area to the famed ‘quarter acre block’. Such a size, Phillip claimed, 
would “. . . preserve uniformity in the buildings, prevent narrow streets, and the many 
inconveniences which the increase of inhabitants would otherwise occasion hereafter 
(Governor Phillip, quoted in Lewis 1999, p. 62).” As Davison (1994), observes “. . . 
Australia’s founders anticipated a sprawl of homes and gardens rather than a clumping 
of terraces and alleys (Davison 1994, p. 100).” The formation of Australian suburbia 
was not a smooth progression, however, and all capitals did have a ‘clumping of 
terraces and alleys’ at their core.  
 
Despite this by the 1870’s Melbourne had the beginnings of a suburban sprawl. The 
novelist Anthony Trollope penned a book upon Australia after an extensive tour, and of 
the Melbourne residential suburbs he observed : 
 
There seems to be this drawback upon noble streets, and large spaces,  
and houses with comfortable dimensions, that as the city grows the  
distances become immense. They are now far longer in Melbourne  
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with its 200,000 inhabitants clustered together than in Glasgow with  
500,000; and as the population increases and houses are added to  
houses, it will become impossible for pedestrians to communicate  
unless they devote the entire day to travelling. There will, no doubt,  
be railways about the town, as there are about London, but it seems  
strange that half a million of people should not be able to live together 
within reach of each other.  (Trollope [1875] 2014, p.2-3) 
Trollope’s prediction of a future suburban public transport system proved correct; 
beginning from about 1880 tram lines (in Melbourne) and railway networks began to 
radiate further and further from the city centres and into the suburbs. The growth in 
suburbia that this engendered led to much debate amongst town planners, social 
reformers and government bodies concerning the size of allotments and the future of 
housing in Australian towns and cities. An unnamed town planner in the early 1900’s 
had the following to say on the subject; he is quoted at length because his opinion 
recognises the differing needs people have of home and the different ways people 
engage with place and consequently make themselves feel at home.  
 
. . . in every community there are varying natures. Some men can  
enjoy their Saturday afternoons pursuing the slothful snail in their  
six thousand square feet of garden. Such an area may seem too small  
for ‘Reginald’. But what about ‘Bill’, who prefers spending his  
off-hours at a football  match or pony-racing? ‘Bill’, would not stick 
a shovel in the soil and his area would become ‘a wild where weeds  
promiscuous shoot’, and in summer time a menace to the town.    . . .  
Away then with the ideas of standardised residential areas or street  
widths in city development. Standardisation means eliminating  
originality. You cannot standardise the human intellect. The designing  
spirit of the town planner must have some scope for his imagination.  
There are changing natures in every community, and the ‘Bill’ type  
will be with us in in the growth of every new town. 
 
(Unnamed town planner, quoted in Lewis 1999, p. 69) 
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There is a moralistic undertone present in this quote and it was echoed by many in the 
Garden City Movement of early 20
th
C Australia. An approach to town planning that 
favoured parks, restrictive zoning and community interaction, the movement was 
strongly linked to reforming the slum housing of inner city working class suburbs. 
These reforms and the garden city suburbs they helped to create contributed to the 
continuation of the already rapidly expanding suburban form. From the beginning of the 
20
th
 C until the 1920’s the garden suburb became the model suburb and was linked to 
national identity- Australia was regarded as a country with plenty of space and by 
housing people in suburbs the problems of the ‘old world’- problems of overcrowding, 
and the attendant social ills, could be avoided. This period in Australia’s social history 
was marked by the growing influence of ‘Progressive’ reform movements. These 
movements were concerned with improving the living conditions of the urban working 
class and in so doing also improving health, morality, the family unit and social 
relations (Hoskins 1994).  
With the advent of the car and its mass adoption by ordinary working families the 
suburbs had a new trajectory as they followed the road system through areas not 
serviced by public transport. Thus it was that home for most Australians in the 1900’s 
was a suburban one, and by the end of the 20
th
 C Australia was one of the most 
suburbanized countries in the world.  
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Chapter 4: Painting Materials 
 
The Paintings Form 
 
Each of the artworks in the project is a diptych; meaning, each painting comprises two 
panels intended for display together. Each panel measures 100cm high x 150 cm long 
and they are displayed with a five centimetre gap between them, thus each artwork 
measures 100 cm x 305 cm in total. Each painting in the project is of the same 
dimensions. The diptych format was chosen because it offers a reading that is 
sympathetic with some of the ideas associated with home, in particular ideas of 
connection, movement and space. 
John Suler, a Professor of Psychology has examined the ways a diptych operates 
visually. He notes the Gestalt ‘principle of proximity’ governs how a viewer processes 
the information from the two separate images of a diptych. This principle states that 
within a group of objects, ones which are in close proximity to each other will be 
perceived as belonging together. Thus a viewer regards the two panels of a diptych as 
relating to each other to form a whole. According to Suler, this realization poses 
questions about the relationship between the two images; such as: 
“How does this compare to that?” 
“How are this and that alike, or different?” 
“How do these two things interact with each other? 
“What holds these two things together?”  
 
(Suler 2012) 
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Such questions are posed by the visual content of the work; colour, balance, pictorial 
representation, iconography, composition, all these and more are assessed by a viewer 
in determining the relationship between the two parts of a diptych. They provide 
evidence of the conceptual notions communicated by the diptych, notions such as: 
spatial distance, temporality, movement, narrative, duality, hierarchy, contrast and 
similarity (Suler 2012). 
 
I adopted a diptych format for the paintings for two reasons, both of which relate to 
space. Firstly, I wished to iterate that home in the suburban environment is present not 
only at the site of each dwelling, discreet and self-contained; rather each home is 
connected with others in a spatial and social bond that creates a larger home-space. 
Home is multi-scalar; it extends outwards from a central place of maximal security and 
familiarity to other places and spaces which provide lesser degrees or differing types of 
security and the familiar. The architect and academic Kim Dovey, describes this aspect 
of home thus: (Home is) “...a strongly bonded human-environment relationship, 
experienced at different scales as a series of concentric circles. My home is my house, 
my neighbourhood, city, nation and planet (Dovey 1985, p. 96).” By painting each work 
as a diptych I am using the format as a metaphor for the multi-scalar nature of home. 
 
The second reason I adopted a diptych format is because I wished to convey a sense of 
the spatial relationships which exist between the major built forms of a suburb. A home 
in the Australian suburbs can be thought of as part of a network of forms and spaces. 
Each house/home is connected to its neighbours, which are connected to others, which 
in turn are connected to others in a widening field. This concept has strong parallels 
with Gilles Deleuze and Felix Guattari’s (1987) notion of the assemblage. In his 
analysis of assemblage theory’s relation to urbanism Kim Dovey (2010) states that an 
assemblage is not a thing and neither is it just a collection of separate things, rather what 
defines an assemblage is the connections between the parts that make up the whole. 
Using the example of a street he states:  
 
The buildings, trees, cars, sidewalks, goods, people, signs, etc.  
all come together to become the street, but it is the connections  
between them that makes it an assemblage or a place. It is the  
relations of buildings-sidewalk-roadway; the flows of traffic,  
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people and goods; the interconnections of public to private space, 
and of this street to the city, that makes it a ‘street’ and distinguish  
it from other place assemblages such as parks, plazas, freeways,  
shopping malls and market place.   
 
(Dovey 2010, p. 16) 
 
 
What Dovey is saying here is that the connections and relations between and around 
physical components of the urban fabric are the defining factors of their objecthood; 
built form is not itself through its form, nor even through its function, but rather through 
its multitudinous relationships with other objects, people and places. Dovey continues: 
“The assemblage is also dynamic – trees and people grow and die, buildings are 
constructed and demolished. It is the flows of life, traffic, goods and money that give 
the street its intensity and its sense of place. All places are assemblages (Dovey 2010, p. 
16).” 
 
By using a diptych format for the projects paintings I was able to allude to the 
segmented yet connected nature of the suburban landscape. The two panels of each 
work are a literal re-presentation of a slice of the suburban assemblage. They show a 
connection between two disparate forms and they allude to the idea that home exists 
within a complex and mutually dependent assemblage of different built forms. 
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The Paintings Materials 
 
The principle medium is earth pigment on linen on board. I made the paint by collecting 
earth pigments from the landscape, grinding and sifting this material into a fine powder 
and by combining this refined pigment with an acrylic binder to make paint. I have also 
made extensive use of the paintings construction materials as visual elements in the 
works.  Parts of the painting are cut away so the gallery wall behind the work is visible, 
and in other areas the paintings linen and timber support are exposed and used as an 
integral visual component of the work. These areas, the cut away sections, linen and 
areas of timber can be considered as paint medium, together with the earth pigment 
paint.  
When considering the issues related to the use of materials in the projects artworks it is 
useful to begin by conceptualising the works as comprised of the two interrelated 
concepts of form and content. All artworks are, at base, constituted by these two 
elements. Form refers to arts physical and visual qualities. Visual elements, such as 
colour, line and value, design components such as composition and proportion, and 
lastly the materials of an artwork are all components of form. These formal aspects are 
related to content, which is the conceptual basis of an art piece, such as the artists 
intention behind a work, how and whether that intention is apparent, and the perception 
of the works concepts by viewers (Esaak 2013).  
Thinking of art in terms of form and content is beneficial to an inquiry of the materiality 
of the projects artworks because form and content are so intractably bound up together. 
Despite the privileging of form over content, and vice versa, by various theories of art 
such as formalism, expressionism and symbolism, amongst others, it is generally 
accepted that in any art work form [materials] informs content [concept] (Van den 
Braembussche 2009). Art theorist and academic Amanda du Preez offers a simple 
insight into the connection between the material aspects of form and concept. She 
suggests that if the materials of an art work were to be changed then the meaning or 
message of the work would also change (du Preez 2008). Certainly this principle is a 
general one only and not a hard and fast rule applicable to every art piece; however if 
applied to my work it is relevant. The works are painted with earth- a metaphor for the 
concept of place. They also utilize timber and linen as mediums, as well as space 
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excised from the picture plane- all of which are a metaphor for the constructed and 
spatial form of the built environment. These concepts would not be as readily apparent 
if the works were painted in a different medium such as oil or acrylic. The materials ‘do 
their job’, which is to convey the concepts of place and constructed form.  
 
The materials are able to do this because they have codified values. W.J.T Mitchell, 
drawing on Raymond Williams (1977) conceptualisation of materials as social practice 
explains this idea: A medium is more than the physical materials of which it is 
comprised; it is a ‘social practice, a set of skills, habits, techniques, tools, codes and 
conventions (W.J.T. Mitchell 2005, p. 203).” In other words, mediums have a history. 
They have history of use by artists and reception by audiences; and this history creates 
conventions of meaning, metaphor and interpretation. Earth pigment, the principle 
medium of my paintings, has a long history and a variety of conventions associated with 
it. The following section sketches the boundaries of the medium as a social practice and 
explains my rational for its use in the research project. 
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The Paint 
 
The paint used in the research projects artworks is earth pigment based. The descriptive 
term ‘earth pigment’ is standard nomenclature within the visual arts. It denotes an art 
medium constituted principally of coloured earth. Earth pigments are inorganic and may 
include ochre, clay, sand, crushed rock or a mixture of some or all of these. The term is 
often conflated with ‘ochre’ however although similar, earth pigment and ochre are not 
the same. Ochre is clay pigmented yellow, red or brown through the presence of iron 
oxide. The content of this mineral within the clay body can vary from 20-70%. 
(Minerals Zone 2011). Earth pigment, however, includes the ochre colours, as well as 
other hues, such as green, white and black. Earth pigments are thus inclusive of more 
colours and mineral types than ochre.  
 
I chose this medium because it offers the artworks something that commercially 
manufactured paint cannot; that is, the presence of earth pigment in the works is a 
metaphor for notions of place. The concept of place refers to a physical locality made 
special through the meanings and values that are attached to it through lived human 
experience there (Goodrich & Sampson 2008). The earth of Australia, particularly the 
red sand of the ‘Red Centre’ is emblematic of place as it relates to conceptions of 
nation, aboriginality and landscape. This chapter will explore some of the various 
conceptions of place and the ways in which they are invoked through my use of earth 
pigment paint. I use this medium not to allude to any one of these conceptions in 
particular; rather my intention is to suggest the plurality of notions relating to place, and 
the centrality of discourse concerning place to Australian culture. By culture, I am 
referring to “. . . the complex of values, customs, beliefs and practices which constitute 
the way of life of a specific group” (Eagleton, 2000, p.34).  
 
Because earth pigment can be read as a metaphor for Aboriginality, the issues 
surrounding my use of earth pigment as a Non Indigenous person will be explored; as 
will the role of earth pigment in Indigenous culture. The use of earth pigment by other 
artists will be analysed, and the chapter will conclude with a description of my paint 
making process and the mediums material properties. 
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Earth Pigment as a Metaphor for Place 
 
Place is trans-locale, or multi-scalar; it can refer to a particular geographic spot, a 
landscape or landscape feature, a town, region, or an entire country. Although place 
may be firmly rooted to locality, geography and landscape, there can be no place 
without culture. It is the relationship between culture and locality that creates place. The 
connection between the two can be illustrated through an examination of two popular 
lexical phrases: ‘Spirit of Place’ and ‘Sense of Place’. The geographer Edward Relph, a 
pioneer in place studies, has stated that the two are often conflated (Relph 2008). Spirit 
of place, Relph notes, refers to the qualities of a place that make it distinct and separable 
from other places; whilst sense of place refers to the feelings or awareness one has in 
relation to place. He states: “Sense of place is a synaesthetic faculty that combines sight, 
hearing, smell, movement, touch, imagination, purpose and anticipation. It is both an 
individual and an intersubjective attribute, closely connected to community as well as to 
personal memory and self (Relph 2008).”  
 
Before examining in more detail the notion of place and its relation to the earth pigment 
paint used in this PhD project, I would like to illustrate how paint medium can act as a 
metaphor for place with reference to three works painted prior to the project. These 
paintings all use differing mediums – earth pigment, coal ash and sawdust, and these 
materials were used in order to evoke the metaphor of place in relation to three 
countries, Australia, Germany and Norway.  
 
Figure 2 is a reproduction of the first painting I made using earth pigment. It was 
created during my undergraduate degree in response to a student project that required a 
painting be made upon the subject of landscape. Landscape painting, I knew, is 
ostensibly a means to pictorialise relations between culture and nature, but at heart it is a 
way to represent systems of power which have as their focus property and control. The 
art historian W. J. T. Mitchell has observed that landscape art, embedded as it is within 
a cultural system of class, economy and power, is a form of ideology. He states:  
 
Landscape as a cultural medium . . .  has a double role with respect 
to something like ideology: it naturalises a cultural and social  
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construction, representing an artificial world as if it were simply 
given and inevitable, and it also makes that representation operational 
by interpellating its beholder in some more or less determinate  
relation to its givenness as sight and site. 
 
(Mitchell  2002, p. 2) 
 
I had, for a long while, been aware that the story of European settlement learnt at school 
was false; the country was not founded upon a peaceful process of rapprochement with 
Indigenous peoples, instead European arrival could be likened to an invasion, and it 
precipitated the stealing of Indigenous lands, the murder of Indigenous peoples and the 
destruction of their cultures. Landscape painting in Australia had barely approached this 
uncomfortable truth, and it seemed to me that European usurpment of Indigenous land 
was a highly relevant area of exploration for landscape art. 
 
This was, and still is, a highly problematic subject to address. Firstly, I am not 
Indigenous, so the question of who has the right to speak in relation to Indigenous 
issues had to be considered. My approach was to view issues of racism and colonization 
not as Indigenous issues, but as non-indigenous issues; it was after all, the new arrivals 
that enacted and entrained the colonization process. It was thus, I reasoned, acceptable 
for me to explore such themes provided I made it clear, as much as I was able, that I 
was not speaking on behalf of Indigenous people through my work. Another major 
difficulty in addressing the theme of land and colonization was one of pictorial 
representation – the question of how to represent Indigenous land and culture. Non-
indigenous people have a history of getting this wrong; Australian native peoples have 
been represented both as Rousseauien noble savages and as primitive brutes, and their 
cultures have been portrayed not as distinct and complex, but as homogenous and 
rudimentary (Thomas 1999).  
 
This then, was my central problem – how to represent Indigenous culture in all its 
diversity and complexity without viewing it through the lens of my own cultural world 
view. The answer I arrived upon was to use earth pigment to symbolize Indigenous 
place. The association between earth pigment and Aboriginality and the use of ochre 
and earth pigments by Indigenous peoples will be explored in greater depth later in this 
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chapter; however, at the time of this works making I reasoned that earth pigment was a 
symbol for Indigenous country and culture that was circulating within the popular 
national consciousness; largely through the use of ochres in Indigenous art, dance and 
ceremony.  
 
 
 
 
Figure 1. Grant Hill, Not Untitled, 1996, oil and earth pigment on canvas, 100 x 150 cm. 
 
 
The work I made in response to the role of land in the relations between colonial and 
Indigenous cultures is reproduced above, in figure 1. The painting is a diptych; on the 
left, in oil paint, is a representation of Sir Arthur Phillip stepping ashore at Botany Bay. 
His shadow is cast to the right and falls across the other panel, an abstracted landscape 
painted in earth pigment and symbolic of Indigenous place.  
 
This panel is stylistically similar to some Indigenous art, and it could be interpreted as a 
form of appropriation which acts to further undermine Indigenous culture. The panel is 
not a reference to any particular Indigenous artwork and nor does it directly borrow 
distinct imagery or designs from Indigenous art. Nevertheless, I felt this panel was too 
stylistically derivative and after making this work I became less confident with using 
earth pigment as a metaphor for Indigenous place. I felt that I did not have enough 
knowledge or authority to be able to paint upon this subject and that in my hands earth 
pigment was too blunt a metaphor for the complexity of Indigenous culture. However, 
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earth pigment has a long history of use as a paint medium by nearly all cultures; and it 
has been, and still is, a crucial ingredient of paint used in Western art. Given this, I 
reasoned that I did have the right to use earth pigment as a paint medium in future 
works provided I fulfilled a duty of care to understand the role and importance of earth 
pigment in Australian Indigenous culture as well as its metaphoric value in a 
postcolonial Australia.  
 
 
 
 
Figure 2. Grant Hill, Ecke Schönhauser Allee und Danziger Strasse, Berlin, 1993, coal and coal 
ash on linen, 53 x 80 cm. 
 
 
It was with this awareness of the power of materials to facilitate cultural values and 
artistic expression that, several years later, I began making art in Berlin. In this city, as a 
landscape painter, I sought to understand the spirit of place in what was for me a very 
foreign environment. Berlin is a global city located on the European continent; and as 
such it is a mix of place and placelessness. Within this city of diverse peoples are zones 
of architecturally distinctive built form as well as areas of modern, standardized and 
decontextualized non-place. As well, Berlin is a city of change and transformation; the 
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dismantling of the wall dividing east from west had ushered in an era of extraordinary 
creativity in the arts and architecture, a boom in urban renewal and a growth in social 
movements. In contrast to this vibrancy, Berlin’s pivotal role in the Second World War 
has left the city, in certain places, with a sombre aura; evident in the cities architecture, 
and also as a part of people’s individual and collective memory. This then, is Berlin the 
place; complex, transitive, historically laden but forward looking. 
 
As an artist engaged with ideas of place, my task was to understand the stories told by 
the cities people, architecture and history, and retell them through art. I found the 
pictorial content I sought in Berlin’s old and new architecture, but I still needed a paint 
medium that would be emblematic of Berlin the place; something that was part of the 
cities landscape or history. The answer came to me as I walked back to my apartment 
from my studio one evening. It was early winter, the first snows had not yet fallen but 
the air was sharp with cold and the faintly acrid smell of smoke from the coal heaters of 
the former east. These heaters are a remnant from the DDR communist era, but they 
have now nearly all gone the way of the equally polluting Trabant cars, and have been 
replaced as the properties in the former east have been gradually renovated. I had one of 
these heaters in my apartment, and it was with an awareness of the importance of coal to 
Berlin that I collected the ash from the heater’s grate and mixed it with acrylic binder 
and ground up coal to make paint.  
 
One of the works I made at this time using coal is reproduced in figure 2 above. When I 
showed this work to Berliners they immediately understood what I was trying to do. 
They understood the medium I was using and why I had used it. By using paint made 
from a material that was such an everyday part of Berliner’s lives I had made a work 
that was more resonant with place than if I had simply used oil or acrylic paint. 
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Figure 3. Grant Hill, Norwegian Landscape # 1, 2004, sawdust on linen on board, 53 x 80 cm.
    
 
Some months later I was living in Oslo, a very different place than Berlin. Poised on the 
periphery of Europe, Oslo is a small, modern harbor city back-dropped by pine clad 
mountains. My challenge was to find a paint medium that would evoke the ‘placeness’ 
of that Nordic land. In my art college’s wood workshop I found what I needed – 
sawdust. The stereotype of Norway as a land of snow and trees has a basis in fact; some 
37-39 % of the country is forested (State of the Environment Norway 2014). However, 
this image of the country as a natural paradise is not wholly true; although Norway is 
indeed a country of beautiful natural landscapes, offshore, in the North Sea, are 
hundreds of oil rigs; part of a potentially polluting extractive industry. This collision 
between environment and economics is emblematic of the competing narratives which 
can often be found at sites of place.  
 
Figure 3, above, shows a reproduction of one of the paintings I made from my time in 
Norway. By using a timber ground and a paint made from sawdust, I have recognised 
the role of forests in the construction of place; while the figurative content of the work 
was chosen to also highlight an aspect of Norwegian place that is not always 
acknowledged. 
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These three paintings, then, have been made with three differing mediums to suit three 
different places. I have used diverse materials very deliberately in order to trigger an 
emotional response in viewers; in order to tap into a sense of place that is constructed 
and recalled through sight, memory and story. This chapter will now continue with an 
examination of the relation between Australian place and my use of earth pigment in the 
research project. 
 
Earth Pigment as Metaphor 
 
I stated in the introduction to this essay that earth pigment in my work is a metaphor for 
place. I will now examine how this metaphor might operate. A metaphor is a description 
of one thing through reference to another thing. Metaphors are used regularly in 
everyday speech, for example, the perennial “My lawyer is a shark” (Glucksberg 2008). 
Because metaphor is non-literal it is context dependant, it needs a conceptual 
framework to give it power and meaning.  (Stern 2008, Underhill 2011). For example, 
consider the phrase “It’s all downhill from here”; ‘downhill’ is a metaphor for 
something, but that something is dependent upon the context of the situation the speaker 
is referring to. The speaker may mean a situation is getting better, where ease of motion 
[downhill] equates with an easier task; or a situation is not getting better, where 
direction [downhill] equates with bad (Lakoff 2008). Although ambiguous this 
metaphor would be clearly understood within its given context. Metaphors in art, 
however, are not as easily apprehended. Like language, an artwork is a collection of 
semiotic signs; however, unlike language its code is not clear or widely understood. 
 
For a metaphor operating within an artwork to be understood the context of its 
presentation must be apprehended. With respect to the projects paintings there are three 
such contexts. Firstly, the content of the pictures - their figurative elements, technique 
of execution, etc., provide information to enable the decoding of the earth pigment 
metaphor. Secondly, the social world in which the pictures were made and in which 
they exist is important. It is notions relating to landscape and earth circulating within the 
social world that are important to providing a contextual reference for understanding the 
metaphoric content of the earth pigment paint in my works. Thirdly, and this contextual 
55 
 
reference is closely related to the previous, the history and conventions of meaning 
associated with earth as an art medium, i.e. the materials social world of history, 
convention and usage, is important. Some of the prevalent notions within Australian 
culture concerning landscape, earth and earth pigment as an art medium will now be 
examined. 
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Earth Pigment and National Place 
 
Earth pigments, inclusive as they are of the ochre colours, are linked in the popular 
conscious with ‘The Red Centre’ and the desert regions of ‘The Outback’. The sublime 
and occasionally picturesque landscapes of these desert zones have been reproduced and 
promoted by the creative arts and by commercial and government tourist bodies so 
much and so broadly that the brilliantly hued reds, yellows and browns of these 
landscapes are now popularly regarded, along with “the green and gold”, as the colours 
of the imagined nation. Tourism Australia, the national government body charged with 
the promotion of tourism in Australia, describes The Red Centre on its web site in this 
way: 
 
Australia’s Red Centre 
The arid beauty of Australia’s Red Centre is intensified by this  
landscape’s natural monuments and their spiritual power.  
The Red Centre is the physical and metaphoric heart of Australia.  
It encompasses the World Heritage-listed Uluru and Kata Tjuta  
National Park, Alice Springs, the ancient MacDonnell Ranges 
and the wonders of Watarrka National Park (Kings Canyon).  
 
(Tourism Australia 2009) 
 
 
This short extract clearly iterates the specialness of this place; according to the text it is 
the ‘metaphoric heart of Australia’. The Red Centre, then, is to be considered as the 
emotional centre point of the nation. What might this exactly mean, though? And what 
of this landscape charged with ‘spiritual power’? Where does this spiritual legitimacy 
stem from? Of course, the remainder of the text does not enlighten on these points, for 
the answers are already circulating in the national unconscious. The academic David 
Carter, has written that The Red Centre stands for primeval vastness, purity and sacred 
space; it stands for a place outside history and a proprietary right to national sovereignty 
for all Australians. Most of all, however, it stands for aboriginality (Carter 2006). 
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The writer and academic Ian McLean, has traced the development of this seemingly 
incongruous linkage between the desert, the nation and Aboriginality (McLean 1998). 
Its inception, he writes, began after the First World War. While not discounting the 
lingering influence of allegiance to the British Empire, McLean has noted how the Great 
War marked a turning point in Australian national identification. As Australian 
nationalism grew, the old tropes of the bush and pastoral prosperity championed by the 
Australian impressionist circle began to be eclipsed as national symbols by the desert 
landscapes of the interior. The arid interior of the continent and the people who lived 
there, who were mostly Indigenous, were seen as unique to Australia and were thus 
emblematic of  the newly forming conception of Australian place. Nicholas Thomas has 
also researched this idea; he states:  
 
The deep association between Indigenous people and the land  
provided strong and condensed reference points for a colonial  
culture that sought both to define itself as native and to create  
national emblems.  
 
(Thomas 1999, p. 12) 
 
 
All through the 20thC, there was a need on behalf of the Non Indigenous population to 
be Indigenous, not to be Aboriginal, but to be ‘Australian’, more unique and separate 
from the old world of Britain. An Australian identity, then as it is now, was in a 
constant state of reinvention; but it was through identification with Indigenous culture, 
particularly Indigenous spirituality and attachment to land, that white Australians 
collectively found their own sense of place and thus forged a new national identity 
(McLean 1998).  
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Earth Pigment and Indigenous Culture 
 
 
Earth pigment has a strong association with Indigenous culture. This is exemplified by 
the Aboriginal flag; a rectangle horizontally divided with a black top and a red lower 
half and centred by a yellow circle. The black part of the flag is symbolic of Indigenous 
people, the yellow centre is the sun, and the red represents the colour of ochre, which 
has spiritual and ceremonial significance in Indigenous culture (AIATSIS 2014). The 
historians Voight and Drury quote Stephen Page, choreographer for the Bangarra Dance 
Theatre, who, in reference to the dance composition Ochres, has stated: 
   
The earth is part of the spiritual ceremonies of many clans, using  
Ochres of different colours such as yellow, black, red and white.  
Ochre is applied in designs according to your totem, so that your  
totem spirituality is awakened during the paint up.  
 
(Voight & Drury 1997, p. 70) 
 
 
The archaeological record shows that ochre has been used by Aboriginal peoples for the 
entire time of their known habitation of Australia, as evidenced by pieces of ochre 
present in the lower levels of  rock art sites dating back as far as approximately 60000 
BP [years before present] (Taçon 2004). Ochre and other earth pigments were of great 
importance for ritual and ceremonial purposes. Different binders were employed 
depending upon availability; they included water, blood, the sap of certain plants and 
eggs (Morphy 1981). Red ochre had particular symbolic significance; for some 
language groups it was considered to be the blood of ancestral beings spilt during the 
Dreamtime. Particular pigments were valued for their hue, intensity of colour and 
lustrous sheen, and these were excavated from mines and traded between clans as far as 
one thousand kilometres apart (Walsh 1988). The cultural and spiritual significance of 
ochre to Indigenous people and the importance of the mines from which some ochres 
are derived, has been recognized by the Federal Government through the designation of 
some Indigenous ochre mines as National Heritage sites. One such mine, at Wilgie Mia 
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in Western Australia, is still mined today (Dept of the Environment 2011). This mine 
has been recognized for its “. . . outstanding value to the nation because it demonstrates 
the importance of ochre in Aboriginal society” (Commonwealth of Australia, 2011, p. 
2). Today ochre still has a central place in Indigenous culture; it is symbolic of country, 
clan, story and other cultural values and knowledge, and it is used in ceremony, ritual 
practices and art making. 
 
The return of land to Indigenous communities has done much to strengthen Indigenous 
people’s links to the land and to engender in wider society an understanding of the link 
between Indigenous culture and earth. One of the defining images of the land rights 
movement is perhaps the one below (figure 4). It shows Vincent Linigari, a member of 
the Gurindji, who led the workers strike at Wave Hill Station in 1966, receiving from 
Gough Whitlam, the then Prime Minister a symbolic handful of earth at the ceremony 
for the return of his peoples traditional lands in 1975. Images like this help non-
indigenous people to recognize the strong associations between the land and Indigenous 
culture. 
 
 
 
 
 
 
 
 
 
 
Figure 4. Mervyn Bishop, Vincent Lingiari and Gough Whitlam, Daguragu, N.T. 
1976, photograph, © Prime Minister & Cabinet 
  
A license to reproduce this image was not 
granted. The image can be accessed via: 
 
http://www.powerhousemuseum.com/collectio
n/database/?irn=344580 
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Earth Pigment and Personal Place 
 
 
Notions of place such as these, national and Indigenous place, are all strongly embedded 
within Australian culture; however, the earth of the land can also resonate at a more 
personal level. Australia, with 75 % of the population living in suburbs (ABS 2006), is 
one of the most urbanized nations in the world; this does not, however, preclude people 
from interacting with or of having attachment to earth and to places beyond suburban 
boundaries. Such more personal relations with land are of a poetic, memory tinged 
nature. The feel of moist backyard soil squelching between toes, a glimpse of red ochre 
from a car window, the sight of a yellow walled dam on a cousin’s farm or the dreams 
of earth from a country far away; such things as these are part of the collective memory 
of Australia. Through my paintings I am interested in unearthing such individual and 
collective notions of place, and my use of earth pigment is intended to facilitate this. 
The art writer and curator Geraldine Barlow describes this idea of individuated 
experience of place thus: 
 
Art reflects the enormous variety of relationships between people  
and place: where some might see the land as wilderness others see  
it as intrinsically tied to culture and the human body; to a sense of  
nation; or as the product of human invention and intervention. Art  
reflects the landscape around us, as well as helping to establish a  
sense of identity related to place, allowing us to see and ground 
ourselves in our environment. 
 
(Barlow 2010, p. 50)  
 
 
A place is such because it is not another place. Melbourne is not London, for example, 
not simply because these cities exist in separate spaces, but also because they have 
different histories, built form, landscapes and cultures. The identity of place, however, 
is something that can be ill-used. Jeff Malpas, philosopher and academic, has warned of 
the dangers of essentialising notions of place. One of the ways place functions, he 
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states, is as a repository for personal and communal identity. The linking of identity, of 
being, with place can also operate, however, to exclude others who are not recognized 
as sharing a similar identification with place, or of others who are deemed to come from 
elsewhere. This, essentialist and exclusionist attitude, Malpas says, is not a function of 
place per se; and although place may entail a connection to place it does not necessarily 
require dominance over place (Malpas 2008). 
 
In my work I have attempted to acknowledge this problematic aspect of place through 
an avoidance of stereotype and emphatic representation. I recognize that Australia, 
being a geographically diverse continent and a postcolonial nation with a multicultural 
population, has a diversity of personal and community conceptions of place. As well as 
the national and popular discourses about place, earth pigment in my paintings offers 
viewers an opportunity to consider personal attachments to place.  
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Earth Pigment and Australian Art 
 
 
Indigenous artists are the primary users of earth pigment paint; although a relative few 
non-indigenous artists also use the medium. In nearly all instances earth pigment is used 
because it is symbolic of, or a metaphor for, land and issues directly related to land, 
such as Indigenous culture, place, belonging and environment. This section will 
describe the work of Indigenous artist Rover Thomas (1926-98) who used earth pigment 
in his work because it is symbolic of Indigenous connection to land; and the non-
indigenous artists Nikolaus Lang and Lauren Berkowitz who use earth pigment as a 
medium because of its associations with place and environment. 
 
As described in a previous section, before colonial invasion ochre and earth pigment 
was an important material resource of Indigenous people that held great ceremonial, 
ritualistic and symbolic significance. These natural pigments are still of great 
importance in contemporary Indigenous culture. Today, earth pigment is just one of a 
wide variety of media used by Indigenous artists who work within and across the full 
range of art disciplines. Connection to country, as well as other cultural concerns is a 
major subject of art practice, although a variety of issues not specific to Indigenous 
culture are also addressed.  
 
Rover Thomas (1926-98), a Kukatja/Wangkajunga man, was an artist of the Kimberly 
desert country of far north Western Australia who used earth pigment as a paint medium 
exclusively. His works have been summarily described as “conceptual abstractions of 
ancestral and modern events, ceremonies and Dreamings (Art Gallery of SA 2004).” 
They are distinctive amongst Indigenous art for their areas of block colour which are 
often outlined with minimal dotting. A stockman most of his life, Thomas didn’t begin 
painting until his later years. The catalyst for the beginning of his art practice was a 
series of dreams he had in which a community member, recently deceased, related her 
travels over country and the creation stories and modern historical events which 
happened there. These dreams inspired Thomas to invent a series of ceremonial dances 
which re-enacted these journeys, called Gurirr Gurirr (pronounced 'grill grill'). The 
dances utilised boards painted in earth pigment and which were carried by the dancers. 
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Thomas was a ‘director’ of these ceremonies rather than a dancer or painter of the 
boards. His organizational skill and authority in the community galvanized many people 
to participate and the dances were a great success, reinvigorating culture and connection 
to country of the participants and audience (Art Gallery NSW 2004). 
 
One of the early painters of these boards, Peggy Patrick, said of the importance of 
painting: 
 
Painting means to us country. That’s why people paint. We are born 
with it, we got it in our body, on our bones - we are born with it - it is  
on our skin. Painting comes from underground. You got to dig to get it  
out. Red, black, white, yellow. 
 
(Peggy Patrick, quoted in Art Gallery NSW 2004, p. 5) 
 
Art workshop and community field officers visiting the Kimberley attended a dance 
ceremony, and seeing the painted boards gave the community art materials and 
encouraged the making of more artwork; it was then that Thomas began painting (Art 
Gallery NSW 2004).  
 
It is significant that despite the variety of art materials available for use Thomas chose 
to use ochres and natural pigments for his works. The simple compositions of Thomas’s 
paintings with their flat aerial perspective and expanses of block colour enhance the 
materiality of the earth pigment paint. A viewer is almost confronted by the raw 
physicality of the paintings surface. It becomes quickly apparent that one is looking at 
land; not just depicted land, but real land and not paint. Rover Thomas’s work is an 
elegant, honest and powerful reminder of Indigenous connection to country. 
 
The non-indigenous sculptor Lauren Berkowitz has also used earth to make works 
concerning relationship to land. However whereas Rover Thomas’s work articulates a 
deep, generations old, culturally specific and emotionally certain sense of belonging to 
land, Berkowitz’s sculptures express a more open, ambiguous and questing relationship. 
As such her works are a way of expressing a longing for belonging; they are not 
statements about a reciprocal relationship to land like Rover Thomas’s works, instead 
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they are a form of tentative questioning about the nature of belonging for someone 
seeking to feel at home in the landscape. 
 
Berkowitz is a site-specific sculptor concerned with the relationships between the 
human and natural worlds. Her materials are diverse and include natural items such as 
leaves, flowers, stones, soil, herbs & spices, seeds, living plants, salt, sticks and gravel; 
as well as man-made materials such as polystyrene, silicon and glass. One work that 
utilized earth materials was Strata (figure 5), a site specific work installed at 
McClelland Gallery, Langwarrin, Victoria. In order to situate the piece in relation to the 
landscape surrounding the venue Berkowitz studied the makeup and strata of the local 
geology; she then gathered the works materials in the form of soil, sand and gravel from 
a quarry in the local area. In the gallery the materials were laid out on the floor to fill the 
room. In successive thin rectangular bands the earth materials alternate to form a 
geometric pattern that references the 1960’s art movement post-painterly abstraction. 
Indigenous art is also referenced through the earth materials used and their colours 
which echo the desert landscape from which some contemporary Indigenous art 
movements have originated (Kronenberg 1999). 
 
 
 
Figure 5. Lauren Berkowitz, Strata, 1999, sand and gravel, 14 x 7m. 
Mc Clelland Gallery, Victoria. photo: John Gollings, Image courtesy Lauren Berkowitz and 
Utopian Slumps, © Lauren Berkowitz. 
65 
 
Nikolaus Lang is a German artist whose conceptual underpinnings and motivations are 
similar to Berkowitz’s. Like her, he gathers materials for art making from the landscape 
with which he is engaged. From 1986-89 he and his family lived in Adelaide where 
Lang conducted extensive artistic research into Indigenous relationships with land, as 
well as colonial and contemporary Indigenous/non-indigenous relations. He has made 
several large installations with earth pigments in Australia and has specifically sought 
particular pigments favoured by Indigenous people. In his work Ochre and Sand: 
Dedicated to the Vanished Tribes of the Flinders Ranges and Adelaide Area, Lang 
gathered dozens of earth pigments in various shades, amongst them the prized “Dingo’s 
blood” ochre. He then ground them down into a fine powder and arranged them in small 
conical piles upon pieces of paper which were arranged in a grid formation on the 
gallery floor. Other installations using pigments are similar to this piece. The works are 
similar to Berkowitz’s in that they use the materials of the land itself to question non-
indigenous relationships with the land. They also lobby for a consideration by the 
viewer of Indigenous past and present links to the land and the role of Indigenous art 
making in the expression of Indigenous belonging (Department of Education & 
Training 2013; Art Gallery of S.A 2013).
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Earth Pigment and the Paint Making Process 
 
 
Prehistoric peoples in diverse parts of the world have used earth ochres and charcoal as 
paint, evidenced by paintings upon cave walls in Altamira, Spain and Avignon, France 
that are over 30,000 years old, and designs painted in the Blombos cave in South Africa 
are dated to about 70,000 years ago (Barnett, Miller & Pearce, 2006). In Australia the 
use of ochre has been dated to the arrival of Aboriginal people between approximately 
43000-65000 years ago (Taçon 2004). Beginning with the Egyptians from about 4000 
BC, various peoples including Chinese, Greeks and Romans refined and mixed earth, 
stone, chemicals and organic compounds to achieve a wider range of hues than those 
available from just earth ochres and coloured clays. Advances in science, particularly in 
the mediaeval, renaissance and modern industrial periods, allowed an even greater 
variety of hues to be produced (Barnett et al. 2006). Such pigments, derived as they are 
from advanced refining techniques and the admixtures of compounds other than earth, 
are physically and conceptually different to the earths I have used in the projects 
paintings. However pure earth pigments were and still are used as the primary colouring 
agent in artists paint. Raw umber originally sourced from Umbria, Italy but also mined 
in England, first appeared in artworks in the late 15
th
 C. Raw Sienna, so called because 
there is a large deposit of this ochre in Sienna, Italy, was also used in renaissance and 
later art and is still used as a paint pigment today. (Barnett et al. 2006; Mineral Zone 
2011). Today these and other pure earth pigments are still mined and used in 
commercially manufactured paint. They are also available in art supply stores for artists 
to purchase and to make their own art media.  
 
There are several steps involved in my process of paint making using earth pigment. 
Firstly, the earth must be gathered from the land. Some earths can be obtained from 
ceramic supply stores, however, only one white and one of my green clays are sourced 
in this way; the remainder of my pigments I gather myself. Pigments are easily found in 
the Australian landscape; many of my earths are obtained directly from roadside clay 
embankments, while others are sourced from creek sides and open ground in various 
country locations. Figure 6 shows some earth pigments in an unprocessed state. 
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Figure 6. Earth pigments in an unprocessed state. 
 
 
Once the earth pigment has been collected the raw earth must first be made into a fine 
powder. The earth pigments I use to make paint are clay bodies of varying hardness. 
Some can easily be crushed between the fingers while others have the consistency of 
soft rock and can be pulverized only with the aid of a hammer. The particle size varies 
from a very fine silt grain to coarse sand. To begin the pulverising process the dry earth 
is firstly crushed with a hammer in a steel bucket into particles about the size of a pea. 
This material is then crushed further in a hand turned meat mincer. A mortar and pestle 
can be used instead; however the mincer is able to crush the material more quickly. The 
pulverized earth is then stirred through a sieve. I use a #120 sieve obtained from a 
ceramic artists supply store, which produces a very fine particulate. Throughout the 
paint making process I wear a mask of the kind that house painters or plasterers use 
when sanding. Although the earth pigment dust is not toxic prolonged exposure to it is 
not conducive to good health. Once the earth has been crushed and sieved it has the 
consistency of fine flour and it is then ready to be mixed with a binder. The mixing of 
the earth pigments with acrylic binder can be done on a glass or plastic palette using a 
palette knife to combine the binder with the pigment. These ingredients are mixed to the 
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consistency of toothpaste, and once this state is achieved the paint making process is 
complete. The paint can then be used immediately or stored in screw top jars or other 
airtight containers ready for later use.  
 
I use acrylic binder to make my paint. Acrylic binder is an acrylic polymer emulsion 
which can be bought at most artist supply stores. ‘Acrylic polymer emulsion’ is a 
technical term that warrants explication. ‘Acrylic’ is a chemically engineered synthetic 
substance derived from oil by-products; it’s commonly known as ‘plastic’. A polymer is 
a molecule with a particular structure that allows it to easily join together with other 
polymer molecules; polymers can be synthetic or naturally occurring. An emulsion is a 
suspension of tiny solids within a liquid. ‘Acrylic polymer emulsion’ then, is a 
collection of tiny plastic particles with adhesive properties suspended in water. When I 
mix earth pigments with this medium the pigments disperse throughout the solution. 
Upon evaporation of the water the acrylic molecules join together, trapping the pigment 
within their structure and forming a tough and adhesive paint. I have experimented with 
oil binders such as linseed and stand oil, however I have found that oil mediums darken 
and discolour my pigments, while acrylic binder does not change their hue or lustre.  
 
By using acrylic medium as a binding agent I retain the hue of the earths in their raw 
state, and also their matt appearance. My palette includes the common ochre’s of red, 
yellow and brown, but I also have a purple, an earth green and an orange pigment. I 
have a white pigment of high value and chroma, and black is obtained from powdered 
charcoal. To achieve olive greens that range from very light to very dark, I take the one 
green earth pigment I have, and mix it with admixtures of white and powdered charcoal.  
 
When charcoal is combined with white pigment a range of greys can be produced. 
These same greys also take on a blue/grey hue according to their proximity to other 
colours, in particular greens and yellows. I have utilized this colour principle in my 
work to produce areas of composition which are perceived as blue. This chromatic 
relationship between colours was described by the artist and academic Josef Albers in 
the pedagogical Interaction of Color (Albers 2006). Albers noted that an observer’s 
perception of a particular colour is affected by its proximity to other colours. Utilising 
this perceptual colour shift has been useful in expanding the apparent hue of my 
pigments; however in relation to the range of colours available from commercially 
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available pigments my palette is limited. This is not an obstacle to achieving mimetic 
likeness in my work. By careful observation of colour values and relationships in the 
object of representation and then by transposition, even exaggeration, of these values 
and relationships in my painting, I have been able to utilize the narrow range of hues 
offered by the pigments to achieve a likeness. The importance of painting with attention 
to colour relationships has been noted by Henri Matisse, a renowned colourist, who in 
1908 instructed his students thus: 
 
You are representing the model, or any other subject, not copying it;  
there can be no colour relations between it and your picture; it is the  
relation between the colours in your picture which are the equivalent  
of the relation between the colours in your model that must be considered.  
 
(Matisse, quoted in Flam 1995, p. 45) 
 
 
For a chart of the principal colours of my earth pigment paints refer to figure 7, which 
displays the pigments and their Munsell colour notation. The pigments in the chart have 
been assigned a Munsell Colour through visual reference to The Munsell Book of Color 
(Munsell 1990). The Munsell colour system provides a standardized means to 
objectively describe colour through the assignation of an alphanumeric character, rather 
than a language based descriptor, such as ‘tangerine’ or ‘sea green’, which although 
evocative, are subjective terms, and may denote differing colours across cultures and 
between disciplines. The Munsell system classifies colours in accordance to their hue, 
value and chroma. Hue refers to the actual colour, value refers to the lightness or 
darkness of the colour and chroma describes a colours intensity or vividness. I have 
adopted the Munsell colour system to identify my colours because this system is the 
world-wide standard used by earth scientists to classify soil types. 
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Figure 7. Principle earth pigment paint hues and their Munsell colour notation. 
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The Cut-outs 
 
‘Cut-outs’ are areas of the picture plane which have been excised. These cut-out areas 
follow the form of mimetic pictorial elements, such as a tree or an architectural feature. 
The removal of areas from the picture plane is technically possible because the works 
support is not purely linen, rather it’s comprised of linen glued on to plywood. The 
plywood provides a solid support from which to remove large and often complex 
shapes. 
 
The cut-outs were developed in my paintings previous to this project, and I have 
continued their use in these PhD works. Originally they were developed in response to a 
formal need. The palette provided by my earth pigment paint was (and still is) limited; 
consequently I sought to expand the range of hues available by revealing areas of raw 
linen in the finished pieces. This advance in the use of materials for their formal 
qualities led me to expose areas of the timber support, and from this I progressed to 
removing sections of the support altogether.  
 
The cut-outs in the projects paintings were made for reasons different to that of my 
earlier works. Principally they are a formal device and fulfil the role of being both a 
compositional effect and a pictorial sign, in much the same way as a painted area of flat 
colour might. For example, if my painting required a house roof to be pictorially 
represented I may cut out the shape of a roof from the picture plane instead of painting 
it. This was my pre-project way of working, and I continued with this; however, the 
project necessitated a close examination of my working methods and motives, and I 
realised the cut-outs could also be utilised as an enquiry into the conception of painting 
as a physical object.  
 
By removing sections of the paintings surface I have questioned the premise that 
painting is a phenomenon of two dimensions.  A painting is a presentation of visual 
signs, and it is a convention of the discipline that this collection of signs is presented 
upon a flat and bounded two dimensional surface. This convention arose due to 
paintings function as a mode of representation. Until the advent of modernism painting 
was a way to represent in two dimensions the three dimensions of the physical world 
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(Bell 1999). Although a painting is a three dimensional object the only dimensions 
relevant to its mimetic function was the bounded area of its surface. A painting’s 
surface, or picture plane, was a regarded as a window through which to view the subject 
of the work. Artists would strive to mimic the real world within this bounded frame. 
The depth, or third dimension of a painting, provided only a physical support for the 
surface, a functional role that was hidden from view to better focus the viewer’s 
attention upon the depicted scene. Modernism, however, overturned the mimetic 
function of painting and reframed it as, amongst other things, an inquiry into the nature 
of perception and the ways art functions as a visual device and cultural phenomenon 
(Bell 1999).  
 
Foremost amongst the modernist artists to question paintings illusionistic function was 
Rene Magritte. Many of his pictures acknowledge the essential irreconcilability between 
the real world of three dimensions and its representation upon a flat surface of two 
dimensions. The art theorist Suzi Gablik posits that Magritte’s work was a metaphorical 
beachhead for the now accepted notion that a painting need not function as an 
illusionistic device but can be an object in its own right. The Human Condition 1, 1933 
[La condition humaine 1] is offered by Gablik as an example of Magritte’s questioning 
of perception, reality and arts role in creating illusion (Gablik 1976). A kind of hall of 
mirrors, the work depicts a landscape painting set upon an easel in front of an open 
window. The window frames the same landscape as depicted on the easel painting in 
front of it. The two scenes; that of the landscape outside the window and the landscape 
in the painting blend seamlessly together apart from the rupture created by the paintings 
edge. This work conveys many ideas, but a principle one is this:  paintings have edges; 
they are three dimensional objects which ‘we’ agree are two dimensional because of 
their mimetic function. Thus Magritte is drawing attention to the materiality of painting; 
he is highlighting the fact that a painting is a three dimensional object the same as the 
world it exists within. 
 
As a consequence of arts long held precepts being reassessed the materiality of painting 
continued to be questioned. Another major contributor to an overturning of the notion of 
painting as a purely two dimensional object was Lucio Fontana, the originator of the 
hole and cut in the picture plane. It was in 1948 he struck a blow for the freeing of 
paintings two-dimensionality by piercing the canvas of a work and thus creating the first 
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of his buchi- paintings which employed holes as visual and spatial elements. A decade 
later he made the first of his tagli- canvases rent by cuts. Fontana trained as a sculptor 
and spent his early career as a funerary mason, ceramicist and sculptor of marble and 
plaster. His later work included architectural projects, stage sets and sculptural pieces in 
neon tube, metal and wood. Although his paintings are responsible for his acclaim 
Fontana regarded himself primarily as a sculptor and not a painter (Gottschaller 2012).  
 
Paul Zika is an Australian contemporary artist who has expanded upon the spatial spirit 
of Fontana’s work. In a sophisticated interplay between the seemingly dichotomous 
movements of minimalism and baroque (Watkins 2009) he has created works halfway 
between sculpture and painting. His wall mounted pieces are pregnant with space. 
Although Lucio Fontana was very deliberate in the compositional placement of his 
holes and cuts, the nature of his materials and the physical manner in which he made his 
spatial marks ensured that these spaces conveyed a certain rough negativity. In contrast, 
the voids in Zika’s works are not so much excisions, but additions; space in Zika’s 
paintings is both lighter than air and dense with positive form. 
 
By piercing the picture plane and making the resultant space an integral visual 
component of their works both of these artists have challenged the notion of painting as 
a vehicle purely for pictorial space. They have drawn back the curtains upon paintings 
backstage; thus revealing the metaphoric ropes, pulleys and levers that make 
illusionistic painting exist. In so doing they have shown that a painting has three 
dimensions and that it can also function as a spatial object in its own right. 
 
It is with this awareness of paintings possibilities, both for the exploration of pictorial 
space, and for the de-emphasis of paintings two dimensional flatness, that I utilized my 
cut-outs in the projects works. The cut-outs also have metaphoric value. The most 
obvious reading of the excised spaces would interpret them as a metaphor for loss. A 
cut-out tree for example could be read as an absent tree, one that had been cut down or 
perhaps never planted. However, this is too literal a reading; my aim has been to use the 
cut-out areas as a metaphor for the spatial form of suburbia. Built form is not made of 
volumetric solids alone; it is also comprised of space, space that bounds, configures and 
prescribes. Space and its relation to suburban built form is a complex subject and it is 
further explored in relation to the projects paintings in Chapter 5. 
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Chapter 5: Painting the Suburbs- a record of PhD 
studio production 
 
 
 
Introduction 
 
This chapter describes the process, progress and outcomes of the research. Each of the 
artworks is described and examined in relation to their conception, execution and 
effectiveness as a response to the research question. Four paintings were made for the 
project and they are examined chronologically. Some of the key concepts discussed in 
this chapter include: home, place and space. 
 
 
The Initial Research Process 
 
I began the project with an investigation into the theoretical principles of the research 
topic. I started by generating information pertaining to the principle concepts of the 
research question. These concepts were identified as: home, suburbia and suburban built 
form. As the research progressed other key ideas became relevant; these were: place, 
space and the materiality of painting. Information on these concepts was of three 
different types and came from three different sources. Firstly, I undertook a literature 
review in order to acquire knowledge relevant to the project. This theoretical research 
continued throughout the life of the project. Secondly, I made direct observations of the 
built form and homely qualities of my chosen suburbs of Coburg and Craigieburn.  
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I used the theoretical knowledge acquired through the literature review to guide my 
observations and I gathered photographs and made sketches of suburban environments. 
Thirdly I used these photographs, sketches and theoretical knowledge in the studio to 
generate ideas for artworks. Each of these artworks and their conceptual underpinnings 
will be discussed in this chapter, beginning with Painting # 1, shown in figure11. 
 
I began my practical studio research by focusing upon the materiality of my current 
practice. Aware that the cut-outs formed by excising areas of the picture plane were a 
fundamental conceptual and stylistic device of my work, I questioned whether this 
technique could be utilized in a different manner. By considering the nature of the cut-
outs, which are essentially a void, I was forced to consider their opposite, which was a 
protrusion. This line of thinking led me to experiment with making ‘anti-cut-outs’ by 
building up areas of the 2D picture plane into 3D features. After referring to 
photographs of houses, I made drawings which iterated the essential three dimensional 
form of the house structure. From these drawings I constructed small three dimensional 
cardboard models (figures 8 and 9). It was my intention, once I had refined the shapes, 
to make these models in plywood and incorporate them into the picture plane of future 
paintings. However, after going through the process of model making I concluded this 
idea of introducing a three dimensional element into my work was not conducive to an 
effective exploration of the concept of home. I decided these 3D plywood protrusions 
would be too visually and conceptually dominant in the works, and I decided to search 
for another way of exploring materiality and dimensionality. I did, eventually find a 
way to do this by using paint to make faux timber; and an account of this discovery is 
detailed under the heading Painting Research: Painting # 3. 
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Figure 8. Preparatory/Experimental work. 3D models of ‘Anti-cut-outs’. 
 
 
 
 
Figure 9. Preparatory/Experimental work. 3D ‘Anti-Cut-out’.  
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Painting Research: Painting # 1 
 
 
 
 
Figure 10. Painting # 1, 2011, earth pigment on linen on board, 100 x 300 cm. 
 
The painting illustrated in figure 10 above was the first work completed for the project. 
It uses references to the built form of roofs, fences and balustrading as a metaphor for 
the homely qualities of security, privacy and identity. The ways these built forms are 
bound up with such notions of home will now be described; as will an account of the 
paintings conceptual and physical progress.  
 
As this was the first painting of the project I began with a simple conceptual premise: 
that a house roof is a symbol of home. Rapoport (1969) has identified the common 
saying “a roof over one’s head” as evidence for the relationship between home and a 
houses roof, and he cites studies that show the house roof is also a symbol of shelter and 
security. Pitched roofs according to the studies, are perceived to be symbols of shelter 
and security while flat roofs are not (Rapoport 1969). Because security is such a prime 
component of the conception of home, and a houses roof contributes so much to the 
physical and ontological security of the residents, it was my conviction that a roof can 
act as a metaphor of home. For this reason I made the house roof a primary visual 
component of the work. 
 
I began the painting by selecting a suitable roof from the stock of photographs I had 
collected during my field observations in Coburg. I selected a tiled roof for depiction in 
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my painting because tiles have an association with suburbia in the popular imagination 
(Duruz 1994). The reference image I used is reproduced below in figure11 below.  
 
 
 
Figure 11. Painting # 1 reference image. 
 
 
Using this photograph as a basis for the work I selected other figurative elements which 
I felt alluded to home. Thus the pine tree was chosen because as a garden feature it is a 
means of domesticating space (Timms 2006). I made a line drawing of the predominant 
visual characteristics of the selected elements (figure 12). Using this drawing I chose 
the areas I wanted to ‘cut out’ and the areas to be left as bare linen and plywood.  
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Figure 12. Painting # 1 working drawing, 2011, pencil photocopy and cardboard 
on paper (with trial 3D element), 100 x 150 cm. 
 
 
 
Figure 13. Painting # 1 left panel work in progress, 2011, plywood painting 
support with cut-out section, 100 x 150 cm. 
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I made these decisions with only formal considerations in mind, that is, I was concerned 
principally with the composition and colour characteristics of the work rather than what 
the areas of linen, timber and voided space might say at a conceptual level. This was the 
first painting of the project and I was still working within the conceptual paradigm of 
my art practice prior to the PhD works. Later however, as described further in this 
exegesis, I worked with more of a conscious awareness of the conceptual dimensions of 
my materials. 
 
The next stage of the process was to construct the timber and linen substrate of the 
painting. Leaving the linen and plywood separate I transferred the drawing study to the 
timber and then using a dremel, an electric tool that utilizes a vertical cutting bit, I 
excised the cut-out areas. Figure 13 shows the plywood support with the soffit area of 
the roof cut-out. The next step was to cut from the linen the timber areas of the finished 
work and the cut-out areas. Once done the two components of the paintings support, the 
timber and the linen, were then glued together.  
 
The first stage of the painting was now complete. The next stage required the painting 
of detailed elements in order to define the cut-out areas and to add areas of strong 
formal contrast within the composition. This was accomplished by placing masking tape 
on the areas concerned and then carefully cutting from the tape thin lines with an 
average width of 3mm. This formed a stencil over which I brushed half a dozen coats of 
paint. After removing the masking tape lines of paint were left on the works surface. I 
next carried out the same process on the roof area in order to define it, and following 
this I applied flat areas of colour in the tree to define its shape. After the completion of 
these steps the painting was at the stage shown in figure 14. 
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Figure 14. Painting # 1 left panel, 2011, earth pigment on linen on board, 100 x 150cm. 
 
 
I had decided not to include more suburban imagery in the work as I wanted the roof to 
remain visually dominant to ensure its role as a signifier was obvious. The remainder of 
the painting, however, needed to be painted, and because I wished to reference the 
geographic range of home I decided to anchor the roof within an Australian bush 
landscape.  
 
A suburban home exists in relation to other, more geographically and conceptually 
extended homes. For example, somewhat prosaically, but nevertheless very 
illustratively of this concept, the art critic Peter Timms asks “Do children still write on 
the covers of their books ‘Jennie Smith, 10 Oak Street, Burwood, Melbourne, Victoria, 
Australia, The World, The Universe. . ? (Timms 2008, p. 19-20).” The question 
recognizes that home is not a singular idea confined to a specific house or place; rather, 
home can geographically and conceptually extend outwards and across a wide area. 
Thus a home in Coburg can be linked with the suburb as a whole, and also with the 
environs beyond the suburb- the imagined nation.  
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Figure 15. Painting # 1 left panel, 2011, earth pigment on linen on board, 100 x 150 cm. 
 
 
Before the landscape was begun the already finished parts of the painting- the roof and 
tree, were covered with a protective layer of masking tape. Next, two coats of acrylic 
binder medium were brushed into the linen as a preparatory gesso. I used binder as an 
alternative to white gesso because from past experience I knew gesso can creep under 
protective masking tape and spoil the appearance of the finished work; however, if 
acrylic binder creeps past the tape it remains invisible in the finished piece. The work 
was now ready for painting of the bush landscape background. This was begun by 
sketching on the linen a chalk drawing of the scene. I paid particular attention to the 
formal elements of the work- the tree and the roof, and I composed the bush scene in 
relation to these. I chose to paint the bush in as mimetic a manner as my materials and 
skill allowed. I opted to do this because I wanted a contrast of styles in the finished 
work. Such a visual contrast poses for the viewer the possibility of a conceptual contrast 
between the two main elements of the piece, which are the bush and the built form. I 
wanted the viewer to consider the notion that home is always located somewhere, and to 
recognise that the depicted home was an Australian one. From this realisation there can 
flow considerations of place and belonging, which are also qualities of home. 
84 
 
 
After the landscape background was painted the work was complete. It is reproduced in 
figure 15. However, I was not satisfied with this painting; although the roof did perhaps 
signify home, or at least security, it seemed an obvious metaphor and I felt the painting 
was not the particularly deep or nuanced exploration of suburban home that the project 
required.  
 
As described at the beginning of this chapter, I adopted the diptych format for the 
paintings of the project. The format is a metaphor for the multi-scalar nature of home as 
well as the way home exists as a mutually dependent assemblage of forms and spaces. 
However this understanding of the spatial qualities of home and the suitability of the 
diptych style as a means to highlight this spatiality came to me some six months after 
the start of the project. It was then that I travelled to Norway for an artist residency, and 
from which I returned with new concepts and artistic techniques to further the projects 
research. 
 
In Norway I was challenged by the relatively unfamiliar landscapes and architecture of 
my new environment, and I was forced to reassess my notions of place and space. This 
challenge led to two important breakthroughs in my work which I later employed in the 
research project. Reproduced in figures 16 and 17, below, are the paintings I completed 
in Norway and through which I developed these conceptual and visual discoveries. 
 
 
 
Figure 16. Norwegian Landscape # 1, 2010, acrylic on canvas, 30 x 80cm. 
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Figure 17. Norwegian Landscape # 2, 2010, acrylic on canvas, 30 x 80cm. 
 
 
The diptych format in these works was used as a response to the Norwegian hytte: a 
cabin in the countryside used as a place of retreat and a base for outdoor activities in 
nature. These countryside cabins are much loved by Norwegians and are considered a 
second home (Berglund 2013). The use of the hytte as a base to stay, venture forth and 
return, as well as the hytter [plural of hytte] status as a secondary dwelling prompted me 
to integrate a narrative sensibility into my paintings, and the diptych, with its twin panel 
format allowed me to do this. The physical division between the two sections acts in a 
similar way to the framed panels in a cartoon; they encourage a reading of the work as a 
narrative, and the subject is thus perceived as a spatial phenomenon that is not static in 
time or space.  
 
The second conceptual advance of the Norwegian works was the imitation of wood 
grain. The paintings substrate is canvas and not timber as it would appear upon initial 
viewing. I painted an imitation of wood as a way to allude to the importance of this 
natural resource in the Norwegian built environment; Hytter are constructed 
predominantly of timber, and the imitation of wood in the painting was a way to 
symbolize this material. However, this is not the only reason why I began imitating 
wood grain in my work, there were also practical circumstances which helped this 
innovation develop. Ordinarily in my practise I would have used the natural plywood 
substrate of the picture as the background in the work; however, having previously lived 
overseas, I was aware of the difficulties of importing timber products into Australia, due 
to quarantine restrictions. This was weighing on my mind in Norway, and perhaps it 
motivated me to solve this problem by painting faux timber instead of using the real 
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thing. Also, plywood of the type I needed for my paintings was difficult to transport 
back to my studio; so again, by imitating timber I was able to overcome this practical 
difficulty.  
 
The technique of imitating wood grain, and the effect itself, is known as faux bois, 
which translates from the French as ‘fake wood’. Originally practised by house painters 
it was used as a decorative trompe I'oeil effect in interior house paintwork. It was first 
applied in a fine art context by Georges Braque, a trained peintre-décorateur. It was a 
powerful ally in his exploration of illusionistic space, the gap between the represented 
and the representation, as well as the tactility of surface texture (Poggi 1993).  
 
Upon returning to Australia and re-engaging with the project I realized that the diptych 
format I adopted in Norway was also suitable for the exploration of home in suburban 
Australia. This is because home in the suburbs is the site of a spatial dialectic (Dovey 
1985). At one point in space is the home, a place of sanctuary and rest. From there 
journeys are made, to work, school, shops or friends; and then home is returned to and 
the cycle is later repeated. This dialectic is not, however, a binary opposition of 
home/not at home; both places foster different ways of experiencing home. At the 
house, the centre of care and security, home is experienced in an unselfconscious way; 
and away from the house, either journeying or at the dialectical destination, home is 
also experienced, but as a yearned for place and with a conscious awareness of absence 
(Dovey 1985). But home in the suburbs need not be experienced solely in relation to the 
house; home is multi-scalar, the suburb and city are also a kind of home and many 
places, such as the work place or a relative’s house, can be a ‘home away from home’. 
Home can thus be seen as a spatial phenomenon that is experienced temporally (Dovey 
1985; Tuan 1977). Thus the diptych format, being one that encourages a spatialized 
rendition and reading, is ideally suited to painting research engaged with home.  
 
After concluding that a diptych format was the most appropriate to explore notions of 
home I began work on a right panel to complement the painting already completed and 
described previously. A diptych displays visual and conceptual information in a 
different manner to a singular artwork. Because it comprises two panels it is better able 
to imply narrative as well as formal and conceptual spatial distance. For this to occur 
the content of the two panels must ‘speak to each other’; meaning, there must be a 
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pictorial and conceptual relationship between the two. When such a relationship exists 
concepts and visual information are created that would not be apparent were the 
painting a single panel (Suler 2012). I needed, therefore, to pictorially marry the 
completed work with the new one. Thus I identified the principle forms, colours and 
composition of the left panel and composed the content of the right panel in relation to 
these. I chose to mirror the roof of the original and to paint the remainder of the house, 
and to continue the view of the landscape. 
 
 
 
 
Figure 18. Painting # 1 right panel work in progress, earth pigment on linen on board,  
100 x 150 cm. 
 
 
Reproduced in figure18 is the painting in an early stage of its development. Areas of the 
work that needed to be protected from later paint additions, like the roof and garden 
areas have been masked, and the brickwork has been stencil-cut ready for painting. 
Figure 19 shows the brick walls and fence painted and complete. The next stage of the 
process before the addition of the bush landscape background was the painting of the 
front entrance and balustrade. This type of architectural detail, along with others such as 
88 
 
columns and porticos can be identified as the influence of immigration from Southern 
Europe (Apperly, Irving & Reynolds 1994).  
 
 
 
 
Figure 19. Painting # 1 right panel work in progress, 2011, earth pigment on linen  
on board, 100 x 150 cm. 
 
 
A major problem I encountered when I began this project was in choosing relevant 
representational content for the paintings. My observation of Coburg and Craigieburn 
furnished me with a palimpsest of images and meanings. The first question I needed to 
address was: Which images are to be chosen for inquiry and representation in my work? 
Of a myriad of houses, architectural features, street views, gardens, skylines, 
foregrounds, symbols and signs, which ones were to be interpreted and represented? 
The answer to this question was arrived at through a rational analysis of the relation of 
these forms to the key aspects of home I was investigating, namely security, identity 
and privacy. Thus in the beginning basic associations between form and meaning were 
drawn, for example, between roof and security, fence and privacy. The concept of 
identity and its relation to home was, however, more difficult to ascribe to aspects of 
suburban form.  
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When I began walking through Coburg and observing the built form there, my attention 
was most drawn to the high preponderance of houses embellished with architectural 
details with a clear stylistic origin in Mediterranean Europe. For example, figure 20 
shows a simple brick veneer house built in the 1960-70’s (Apperly et al. 1994). In many 
respects it is ordinary in form and style; except for the front fence and balustrade of the 
entrance. These are in the neoclassical tradition, meaning they are derived from classical 
architecture of ancient Greece and Rome.  
 
 
 
Figure 20. A house in Coburg with Neoclassical elements. 
 
 
Neoclassicism is an approach to design that incorporates a number of styles, and was 
developed in Italy during the Renaissance. It became the dominant architectural form in 
Western Europe and the English speaking world during the 16
th
 to 19
th
 centuries for 
public buildings and private ones owned by wealthy individuals. In Australia, beginning 
in the 1960’s through to the present time neoclassic elements have been increasingly 
incorporated into suburban house design in a variety of ways. The house shown in 
figure 20 is typical of many dwellings in Coburg, a suburb that is home to a relatively 
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large population of immigrants from Greece and Italy. The academic and housing 
researcher Mirjana  Lozanovska has noted that there has been little research into the 
influence of immigration upon Australian house form (Lozanovska 2008). The authors 
of A Pictorial Guide to Identifying Australian Architecture, have termed the type of 
dwelling pictured in figure 23 as ‘Late Twentieth Century Immigrants Nostalgic’, and 
have described the owners and the style thus: 
 
By dint of sheer hard work and family solidarity, many eventually 
acquired enough money to start ascending the social ladder.  
When they were in a position to build houses for themselves, they 
understandably wanted the building to express two things: the fact 
that they had ‘made it’ in a new country and a recollection of the  
culture from which they had come. The unabashedly ostentatious  
houses that resulted usually made very loose references to the  
Mannerist and Baroque architecture of Southern Europe. The broad  
effect was all-important, and there was no concern for stylistic  
authenticity.  
 
(Apperly et al. 1994, p. 270) 
 
 
Such houses in Coburg are relatively ordinary brick structures in the late modernist 
architectural style, but are embellished with architectural features in the neoclassical 
manner such as Baroque balustrades, columns and arches. These forms, stylistically 
divergent as they are from the dwelling, visually stand out and can be read in a number 
of ways. Firstly, as an architectural style that originated in Greece and Italy it is a trope 
with which Southern European Australians can identify and one that can lend itself to 
being a marker of cultural identity. The sociology academic Fiona Allon cites a survey 
relating to this idea. The respondents, migrant residents in Western Sydney, were not all 
in agreement that such built form was constructed as a nostalgic reminder of a homeland 
left behind. Despite some residents emphatically denying such notions Allon concludes 
that generally such built form can be considered a self-conscious homage to an earlier 
home and a way of integrating into a new country and of feeling at home in a new 
91 
 
environment (Allon 2002). The academic Lozanovska also expresses this idea when she 
states: 
 
The house becomes a product that symbolises belonging: space  
appropriated has laid a foundation for inhabitation, and the house as  
cultural product extends into the social and cultural fields that is 
Australia. 
 
(Lozanovska 2008, p. 11) 
 
 
However, the use of this particular neoclassical style in fences, patios and entrances 
appears to be limited to the generation of early Southern European immigrants from the 
60’s and 70’s. Culture is not static and it is a mistake to assume that cultural objects 
have fixed and stable meanings (Savas 2010), and the relationship between this built 
form, identity and home appears to be a historical one rather than one that is 
contemporary.  
 
There is also another type of neoclassical architecture evident in Coburg; figure 21 
overleaf, is an example of the form. The house pictured is a mixture of neoclassical and 
French Provincial motifs. A Melbourne building company, C&J Homes, refers to 
houses such as these simply as ‘classical’, and describes them in promotional literature 
thus: “The enduring popularity of these homes is attributable to their practical and 
stylish features.  Classical style homes reflect certain sophistication; they are refined 
and possess distinct features (C&J Designer Homes 2012).” Illustrated in figure 22 is a 
house in their classical range named ‘Grevillia’. Perhaps the name is fitting, for despite 
its derivation from an antique past this style is regarded as contemporary and global, so 
widespread both domestically and internationally is the form. 
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Figure 21. Neo Classical house, Coburg. 
 
 
 
 
Figure 22. Neo Classical house, “Grevillia”, Image courtesy C&J Designer Homes.  
© C&J Designer Homes. 
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Thus, the linkage of a specific cultural identity with particular built form in Australian 
suburbia can be a somewhat outdated trope. For this reason I decided not to explore the 
nexus between a specific cultural identity, built form and home.  
 
Identity is not only expressed through grand architectural or stylistic statements, it is 
also manifested through small details and quiet individual interactions with 
environment. As the Melbourne architect John Bastow states: 
 
There is an almost dreamlike quality to the streetscapes of brick  
veneer land which, to the incurious, can look much the same but  
which, on closer inspection, can reveal a world of unpretentious  
individuality. Within a kind of loosely defined shared aesthetic,  
each house and garden is unique. The differences are often subtle,  
to say the least, but they are there.  
 
(Bastow, quoted in Lewis 1999, p. 57) 
 
 
I chose, therefore, to include in the painting only a very minor focus upon some of the 
grander architectural features that can be seen in Coburg, such as ornate balustrading, 
porticos and garden ornamentation. Figure 23 shows a detail of the painting that 
displays a small portion of neoclassical balustrading, almost hidden by the garden 
hedge.  The more everyday markers of identity that many people in suburban 
environments use; things such as fences and gardens are just as indicative of identity 
and home formation. Identity is not only an individual or cultural phenomenon; it is also 
the characteristic of more amorphous cultural groups, such as a group of suburban 
residents. As John Bastow, the author of the quote above points out, markers of identity 
need not be bombastic or highly individual, they are often discreet and mundane (Lewis 
1999); but what is important about them is that the individual can make them- their 
articulation gives an individual control, expression and empowerment, and thus a sense 
of home. 
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Figure 23. Painting # 1 right panel detail, 2011, earth pigment on linen on board. 
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Painting Research: Painting # 2 
 
 
 
 
Figure 24. Painting # 2, 2013, earth pigment on linen on board, 100 x 300 cm. 
 
 
As described earlier in this exegesis the project is premised on the notion that built form 
has been made in accordance with cultural norms and thus can be interpreted as a guide 
to certain cultural notions. However, the painting of the first work in the project 
revealed to me how this premise breaks down with an essentialist reading of built form. 
The idea that built form can be read as an indicator of notions of home is one to be 
applied along general principles only, and an overly codified reading can misinterpret 
the complex nature of home. 
 
With this understanding I returned to my chosen suburbs and spent many hours walking 
through them making observations. As I walked past houses, around blocks and from 
minor to major streets and back again; and as I looked from one side of the road to the 
other, over fences and down long streets, I began to realize that the suburbs are 
essentially spatial in nature. This does not mean they are without form, for their built 
qualities are in ample evidence; but that space prescribes this built form. Furthermore, 
the suburbs owe their homely qualities as much to space as they do to place. Before 
painting the projects first work, knowing that home is “. . . a special kind of place” 
(Easthope 2004, p. 135), I had observed the suburbs with a platial mindset; meaning, I 
was looking for signs of home in the built form of places, i.e., houses or groups of 
houses that were obvious sites of sociality and affective meaning. With a shift towards a 
spatial view of the suburbs I began to see that place, space, built form and home are 
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bound together in a symbiotic relationship. With this new conception of the suburban 
environment I saw that home was most evidenced in built form if I took into account 
how this form is dictated by space. With this realization my attention turned away from 
architectural symbols and building styles and more towards other built features that 
were key signifiers and components of space, such as streets, footpaths and fences, as 
well as views and vistas that were prescribed by the spatiality of the suburban 
environment. 
 
It has been recognized by other observers that Melbourne is a city of suburbs which rely 
upon space for their conception and form. A Heritage and Planning Report co-authored 
by Deakin University describes Melbourne thus: 
 
 
Melbourne is also significant as a sprawling metropolis of  
low-density suburbs typified by grassed and treed ‘nature strips’, 
gardens and trees. . . . In the post-War years the attachment to this  
suburban idyll reached its height; ‘space’ appeared to be the great  
democratic goal for new immigrants and more established residents  
alike, . . . .The value of  ‘space’ has been a key shaper of the city’s  
form throughout its development, as exemplified by the large areas 
devoted to parklands in the 1840s and 1850s, and today by the  
continued community commitment to the detached house in a  
garden setting. 
 
(Cultural Heritage Centre for Asia and the Pacific & Deakin University 
2001, p.2) 
 
 
Space is the tabula rasa from which suburban built form is born. From Descartian 
abstract space, planners, cartographers, engineers and bureaucrats conjure the spatial 
imaginary of a new suburb. The lines on a map then become ‘facts on the ground’- the 
physical space of roads, buildings and boundaries. With the addition of residents a new 
kind of space is formed- social space, made through human interaction within and with 
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the physical environment. The sociologist Henri Lefebvre, in his text The Production of 
Space dissects space into just such a tripartite concept. Abstract space, according to 
Lefebvre, is ‘conceived space’, or a ‘representation of space’. It is the conceptualized 
distance between two points, or the line on a map bounding an area of land; and is the 
medium of bureaucrats, planners and the economic machinery of the capitalist 
economy. Such space can then be transformed into what Lefebvre terms ‘spaces of 
representation’ or ‘perceived space’, the everyday spaces in which people dwell, 
navigate and physically interact. This interaction with space and between people within 
that space is the last in the triad, it’s referred to as ‘lived space’ or ‘social space’, and it 
is the site of a struggle between the different stakeholders in space’s use, control and 
symbolism (Lefebvre 1991; Elden 2004). However, for Lefebvre, the significance of 
space goes beyond these relatively familiar tropes; he sees space as a social and political 
product. Writing on this view, Stuart Elden quotes Lefebvre. “Productive forces permit 
those who dispose of them to control space and even to produce it. This productive 
capacity extends to the whole of the earth’s space, and beyond. Natural space is 
destroyed and transformed into a social product . . . (Lefebvre quoted by Elden 2004, p. 
184).” It is readily apparent from the advertising narrative of suburb developers and 
builders that this is indeed the case. Typical of building companies promotional 
literature is the following. 
 
A compact double storey home, the Piazza 32 possesses all the  
benefits of a much larger design. With its dual living areas, two  
study's, integrated and covered outdoor space, media room and the  
magnificent walk-in pantry, it's easy to see why the Piazza 32  
would make 'the best space on earth' for you and your family. 
 
(Orbit Homes 2012) 
 
 
This quote illustrates how space has been parcelled and commoditized to shape the 
social landscape of a dwelling, however, the creation and manipulation of space is just 
as implicated in the production of suburban form. The academic Dr Chris Butler has 
used Lefebvre’s concept of space to analyse the creation and construction of Australian 
suburbia. According to Lefebvre, a major and unacknowledged actor in the production 
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of space is the state. Using the ability of space to define, apportion and fragment, the 
state with the cooperation of the capitalist economy physically and socially defines and 
constructs the city and urban surrounds (Lefebvre 1991; Elden 2004; Butler 2005). 
Butler sees the involvement of Australian government bodies in the Post War suburban 
expansion as evidence of Lefebvre’s view. He makes especial note of how the suburbs 
have been formed by the prioritization of traffic and transport infrastructure over other 
social concerns (Butler 2005). The role of roads in the structuring of suburban space 
was evident to me as I walked through Coburg. As I journeyed up and down streets I 
began to realize that the road system is a major shaper of suburban built form. By 
bounding and containing space roads define territories; and coeval with territorial 
definition and control are the built forms of boundary markers, pavements, gardens and 
fences. 
 
With this new conception of built form as contingent upon space my focus changed 
from the particularities of built form, most evident in house architecture, to the 
generalities of form. I became interested in the edge zones that bordered space; upon the 
distance between things, the near and far, the perception of safety and threat, zones of 
territory, the object of gaze and the gazed upon object. It is for these reasons that in my 
second painting for the project I focused on the public spaces of the streets and their 
relation to the homely quality of security and territoriality. 
 
One of the best places to observe the territorial nature of home in the suburban 
environment is from the pavement and street. From this vantage point can be seen the 
fences, gates and gardens that separate the domain of the private from the public. Amos 
Rapoport writing in House Form and Culture, has written of the fence “The front fence 
. . . gives no real visual or acoustic privacy, but symbolizes a frontier and barrier 
(Rapoport1969, p. 133).” A fence is thus a territorial marker, a secure boundary drawn 
around the sanctuary of home. A British fence manufacturer echoes this notion in his 
statement upon the domestic fences function “. . . it’s man putting his own stake into the 
ground, staking out his own little share of the land. No matter how small, he likes his 
own frontier to be distinct. In it he’s safe and he’s happy. That’s what a fence is 
(Rapoport 1969, p. 133).”  
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Figure 25. Suburban house with low fence acting as a symbolic division between  
the public and private. 
 
 
An analysis of the house and yard depicted in figure 25 bears these views out. The fence 
of this property is very low, no more than forty centimetres high, and it provides no 
visual barrier to the house or physical impediment for any person wishing to cross the 
property boundary. Yet its presence very clearly demarcates the division between the 
private space of the home and the public space of the street. The ability of the fence to 
function as a boundary is enhanced by the particular qualities of the private space it 
protects; the house is set well back from the street frontage and offers an advantageous 
place for surveillance of the boundary and the front yard. The fence thus acts as a 
division between different home spaces: the intimate home space of the yard and house 
shared by the occupants and approved others, and the public home space beyond the 
front gate which is shared with the public. A territory may be physically defined by 
built form such as a fence, but as the geographer David Delaney points out, the meaning 
of a territory is socially defined. A territories ability to signify meaning, allow access, 
exclude or iterate consequences of boundary crossing depends on the social 
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understandings it exists with (Delaney 2005). In suburban environments it is socially 
understood that a house fence is a signifier of division between public space and private 
home space; thus a fence has symbolic rather than physical power. 
 
 
 
 
Figure 26. Reference image for right panel of Painting # 2. 
 
 
It was this idea of the fence as symbolic of the sanctity and security of home that I 
embarked upon the second painting of the project. Figure 26 shows the source image 
for the right hand panel. It shows a typical street view in Coburg that has as its focus a 
brick front fence and the pavement it borders. Knowing that I was making diptychs for 
the project I composed in advance the general schema of the work. For the left panel I 
drew imagery from the photograph shown in figure 27. I selected this particular view 
because I valued the street tree as a compositional counterpoint to the trees of the right 
panel. Additionally I chose this house because of its Tudoresque architecture, and this 
style is symbolic of security and stability. 
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Figure 27. First reference image for left panel of Painting # 2. 
 
 
The Tudor style originated during the reign of the Tudor royal family in England and 
Wales, in the period 1485-1603. Its chief visual characteristic is the visual dominance of 
timber framework in walls and roof gables. Figure 28 is an example of the genre. 
Despite originating over five hundred years ago the style and its derivatives are in 
widespread use today. Common terms for buildings which imitate or draw heavily from 
the style are ‘Tudor Revival’, ‘Mock Tudor’ and ‘Tudoresque’ (Ballantyne & Law 
2005). So popular and easily appropriated is Tudor architecture that its elements are 
incorporated into buildings that utilize completely different styles, and often only faint 
vestiges of the Tudor style are remnant, such as the timber battens superficially attached 
to the roof gables in the house depicted in figure 27. 
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Figure 28. Tudor House, England. “Anne Hathaway’s Cottage” by kelpenhagen,  
reproduced under creative commons license (CC BY-NC 2.0) 
 
 
The architects Andrew Ballantyne and Andrew Law posit that the popularity of the 
Tudoresque is owing to its association with notions of permanence, British tradition and 
folk culture. They state:  
 
One role of the house is as an off-stage space, where we can recuperate.  
When we are there we do not want to have to try too hard. A dwelling  
that suggests the future suggests uncertainty and effort. A Tudoresque  
dwelling suggests stability and self-reliance. It is the objet-type of  
British domesticity. We know where we are with it. It is unpretentious, 
 trustworthy and enduring. It is the architecture of middle England.  
We might doubt that Middle England is still with us, but the Tudoresque  
suburbs are it’s breeding ground.  
 
(Ballantyne & Law 2005, p. 231) 
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There is thus a strong connection between the Tudoresque and notions of home cantered 
on security, stability and certain aspects of British culture, and for this reason I chose to 
depict these Mock Tudor elements in the painting, namely the timber battens in the roof 
gables. 
 
Another key conceptual feature of the left panel is the brick fence in the foreground that 
extends across the picture and joins with the right panel. I included this fence because I 
wished to make a visual as well as a conceptual connection between the two pictures. 
By showing two different houses which are not neighbouring properties, but which 
share the same fence, I was alluding to the importance of the fence as a facilitator and 
symbol of security, and I was implying that security is a quality of home that is common 
to all suburban residents, despite differences in location.  
 
 
 
Figure 29. Painting # 2 work in progress, 2013, earth pigment on linen  
on board,100 x 150cm.  
 
 
Figure 29 above illustrates the work in an early stage of progress. The form of the tree 
in the left panel has been cut out from the pictures plywood and linen surface. This was 
done using a dremel. This machine and the early stages of the cut-out operation are 
pictured in figure 30. 
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Figure 30. Painting # 2 work in progress. Dremel tool and early stage 
of cut-out process. 
 
 
At this juncture the piece is compositionally balanced and the large areas of empty 
space lend the painting a simplicity that also works to signify the spatial qualities of 
suburbia. However, after completion, (figure 31), the painting had lost this earlier 
freshness, simplicity and conceptual content. The reason was the two panels did not 
‘talk’ to each other. They did not have pictorial content that was similar enough to 
ensure they worked together to form a whole. The styles, representational content, and 
composition of the two panels were too dissimilar and consequently the work was 
unsuccessful as a diptych.  
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Figure 31. Painting # 2 work in progress, 2013, earth pigment on linen 
on board,100 x 300 cm. 
 
 
The solution was to paint a new panel that complemented the other. I chose to keep the 
right panel and marry it with different content. I recognized that the right picture 
successfully evoked the linear spatiality of suburban streets as well as the territorial 
demarcation, symbolized by the fences, between the public and the private. It did this 
principally through its particular perspective. The viewer of the work is able to locate 
themselves ‘in’ the painting. The transposed viewer is on a suburban street with a clear 
pathway ahead that progresses through the middle distance and on to the far distance. I 
decided a similar perspective in the left panel would complement the other both 
aesthetically and conceptually. Accordingly I drew reference from the street scene 
pictured in figure 32.  
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Figure 32. Second reference image for left panel of Painting # 2. 
 
 
I made decisions on which areas to cut out from the works surface, which areas were to 
be left as raw linen, and which timber by reference to the composition of the right 
picture. I sought to complement this composition and to mirror its perspective. Before 
beginning the painting I first made a full scale working drawing to solve problems of 
composition, perspective and colour. I then used this drawing throughout the painting 
process as a template and guide. This painting, like its companion, has large areas of 
block colour. This posed a technical problem because I aimed to make these areas as flat 
and un-textured as possible so as to present a contrast to areas of heavy texture in the 
work, such as the linen fence and scumbled mauve trees. The application of paint by 
brush was adequate for small areas of colour but not for these large areas. The solution I 
arrived at was to use a small roller of the kind tradesmen employ in commercial 
painting. This tool was able to apply the paint uniformly and also in gradation. To 
enhance a sense of perspectival distance in the work I used the rollers ability to apply 
paint in graded value. The sky, grass verge and the road are all painted so that dark 
values used in the foreground fade to lighter values in the background. Below, in figure 
33, can be seen the completed painting. Like the projects other works this one has 
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utilized the materials and construction of the painting itself as a visual device. The form 
of the street trees at left have been excised from the pictures surface, the footpath is 
imaged by removing an area of linen to expose the plywood support, its grain aiding 
perspective, and the fences and houses have been pictured in raw linen. 
 
 
 
 
Figure 33. Painting # 2 left panel, 2013, earth pigment on linen 
on board, 100 x 150 cm. 
 
Now the painting was finished it was placed next to its companion panel. A comparison 
of the two provided me with insight into some minor problems in the right panel which 
I remedied using the newly adopted paint roller. After this was done the diptych was 
complete.  
 
The piece highlights the spatial nature of the suburbs and in so doing it emphasises the 
role of space in the notion of home. The work shows how space is privileged in the 
home setting and used to create islands of space around individual houses, thus creating 
home territories. The work has emphasized the role of the fence as a type of built form 
that acts as a territorial marker, thus contributing to security and privacy and enhancing 
resident’s feelings of home. 
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Painting Research: Painting # 3 
 
 
 
Figure 34. Painting # 3, 2014, earth pigment on linen on board, 100 x 300 cm. 
 
 
After completing Painting # 2, I had a ‘spare’ painting- the rejected left panel described 
in the previous section and depicted in figure 35 below. This section of the chapter 
describes how I resolved the formal and conceptual problems in this work and how 
another companion piece was painted in order to create a diptych. The completed work 
uses the painting technique of faux bois (fake wood) to comment upon notions of 
identity as they relate to home. Through the use of lawn and fence imagery the notion of 
the homely quality of privacy is highlighted. 
 
There are some good parts to the rejected ‘spare’ painting illustrated in figure 35; these 
are the large tree, the house and the fence. These are ‘busy’ elements, meaning they’re 
detailed and visually dominant. However, the background detracts from them; it is also 
visually strong and fights for the viewer’s attention. This results in there being no centre 
of visual interest in the work, and as a consequence the conceptual message is diluted. 
The background has been painted as a reproduction of an English country manor 
house’s landscaped garden. This was done so as to conceptually link the modern 
suburban home with the English manor house, the antecedent of the suburban home 
(Archer 2005). This intent was conceptually well founded; however, as already 
described the resultant work was not visually or conceptually successful.  
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Figure 35. Painting # 3 left panel (first version), 2014, earth pigment on linen 
on board, 100 x 150 cm. 
 
 
 
 
Figure 36. Painting # 3 left panel (second version), 2014, earth pigment 
on linen on board, 100 x 150 cm. 
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Figure 36 shows the painting reworked to resolve its formal and conceptual 
weaknesses. I realized the works problems could be overcome by simplifying the 
background; this would return to the other elements of the work their visual strength. 
Drawing on my paintings made in Norway which employed the imitation of timber I 
decided to replace the landscape background with a wood grain effect. After carefully 
masking of the areas of the painting to be left ‘ungrained’ I painted the background 
again. I began by laying down three coats of light yellow ochre in various hues and 
values. When wet I combed each layer with a wire brush, allowing the coat to dry 
before painting in the next. I then sanded these layers with sandpaper to reveal a grain 
effect created by the action of the wire brush; in this way I created a light hued base 
colour over which I applied a darker wood grain pattern. To make this darker pattern I 
stuck masking tape over the base colour and upon this tape I drew a wood grain pattern. 
I then cut into the masking tape along the drawn pattern using a scalpel and removed the 
cut areas. Over these excised areas I painted three coats of dark ochre of various hues 
and values. I repeated the earlier process of using a wire brush to achieve a grain effect 
and after the layers were dry I sanded them with sandpaper. After removing the masking 
tape a final sanding was carried out and the faux bois was complete. 
 
The faux wood in this and subsequent works is a metaphor for the artifice of much of 
the built form in the suburbs. Architectural details, garden ornaments, paving, even 
whole houses are designed and built to fool the eye. And the eye is fooled; but it was 
fooled a long time ago; so long ago, in fact, that the original natural material has been 
forgotten and the imitation is accepted as a true original in its own right. Jean 
Baudrillard has suggested that artifice and simulacra have been codified as normative. 
“...The simulacrum is never that which conceals the truth—it is the truth which conceals 
that there is none. The simulacrum is true (Baudrillard 1994, p. 1).” 'We' forget that 
concrete paving stones are a copy of stone flagging, that timber boards tacked on to roof 
gables are not structural and are but a faint echo of the Tudor, and those concrete pillars 
in a neo-classical style are not really marble. These things are seen just for what they 
are- pavers, battens and columns.  
Robin Boyd, the acerbic and insightful chronicler of Australian domestic architecture 
claims that the predominant shaper of house style and building form are economic 
considerations. Functionalism and cost are the determinants of how a fashion or style is 
111 
 
manifested according to Boyd, and his observation also provides an insight into the 
ubiquitousness of faux materials in the suburbs. He states “The Australian workman 
was always quick to notice the shortcut. No architectural effect was fashionable for long 
unless it proved to save labour or materials (Boyd 1987, p. 176).” By way of example 
he cites the 'boxed' eave. After 1935 this style became standard because with the 
addition of a soffit, the panel that extends from the gutter back to the wall, a few courses 
of brickwork could be omitted, and thereby a cost saving could be made. He adds that 
for the Australian home owner, although resale was not foremost in mind, the houses 
investment potential was important and therefore additions and stylistic devices that 
looked expensive but were relatively cheap to make were worthwhile. It is this attitude, 
Boyd claims, which helped the popularity of brick veneer construction. As the term 
suggests, brick veneer refers to a single skin of brick laid in front of a timber frame and 
an interior wall lined with timber, or in modern times, plasterboard. As Boyd states 
“Most people adopted it frankly as a counterfeit, a clever deception whereby they could 
make their timber home look as substantial and red faced as an expensive brick one 
(Boyd 1987, p. 176).” 
This demand for products that imitate natural materials has been well catered to by the 
building industry. Very common in suburban environments is ‘Cultured Stone’, a 
cladding and façade building material that imitates stone, but which is manufactured 
from pumice, sand, cement and iron oxide. It is made by Boral, Australia’s largest 
building materials supplier, who says of this product: 
 
Cultured Stone® is a unique cladding product which has been  
cleverly engineered to look like natural stone. . . . . Your home  
can now have the look and feel of natural stone at a very  
affordable price. 
 
(Boral 2013) 
 
 
Boral’s promotional literature stresses the qualities that stone is perceived to have; 
stone, it says “. . . is loved for its strength, durability and authenticity. It is recognised as 
a material that adds beauty and character to any space (Boral 2013).” Strong allusions 
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are made to stones high status and prestige appeal, with reference to ‘venerable 
European architectural materials’, ‘beauty that’s timeless’, ‘stately exteriors and grand 
interiors’ (Boral 2013).  
 
Imitation and the use of faux materials are thus a means to present the appearance of an 
expensive material with high status associations but without paying the cost that using 
the original material would entail. This is by no means a modern phenomenon; the 
imitation of timber was a common practice in the latter half of the 19
th
 C. Known as 
faux bois (fake wood) in France, where it originated, but commonly known as ‘graining' 
in Australia, it is the imitation of timber or marble using paint. This decorative effect 
was popular in Australia for almost seventy years, beginning from about 1850. It was 
used as a means of passing off a cheaper, often local, material for another more 
expensive one. For example jarrah doors were grained to imitate expensive and 
imported oak. The process involved laying down a base coat of paint, commonly yellow 
ochre, over which darker hues were applied using special brushes and combs (Boyd 
1987).  
 
With changes in fashion the technique lost appeal after the 1920’s; however, it was 
technological change that brought the imitation of natural materials back into people’s 
homes. The advent of plastic technology in the 1940’s ushered in a new phase of faux 
decorative effects. In the late 1940’s Laminex Pty Ltd introduced to the Australian 
market ‘Laminex’ plastic sheeting. The initial range was limited to 8' x 4' veneers in 
limited colours and designs, but by the 1950’s the range included wood grains, marbles, 
linen weaves, basket weaves and metallic threads (Museum of Victoria 2013). Laminex 
products were wholly embraced by the building industry, furniture manufacturers and 
home handymen alike and it is still a dominant material in homes today.  
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Figure 37. Trade Literature - Laminex Pty Ltd, Laminate Sheeting, 1955, Front Cover. 
 
Initially I covered the entire background of the work in faux wood grain; however, this 
left the house ‘floating’ and disembodied in space. I wished it to be anchored within an 
environment, so for this reason I painted a lawn surrounding the house. This had the 
effect of allowing the wood grain background to be read as sky and of contextualizing 
the house as a suburban one. After including the lawn I realized it referenced a potent 
and enduring metaphor for both suburbia and home. The suburban lawn, like suburbia 
itself, has been both maligned and praised by popular media, commercial interests and 
academic professionals. Perhaps overly polemical but not untypical is the oft quoted 
passage by journalist and cultural commentator Alan Ashbolt in the mid 60’s. It is 
contained in an essay lamenting the passing of the Australian bush pioneer, his place as 
symbol of a rugged and independent national type usurped by that of the conformist 
suburban resident. 
 
Behold the man – the Australian man of today – on Sunday morning  
In the suburbs, when the high decibel drone of the motor-mower is  
calling the faithful to worship. A block of land, a brick veneer, 
and the motor-mower beside him in the wilderness – what more  
does he want to sustain him . . .  
 
(Ashbolt 1966, p. 373) 
 
A license to reproduce this image was not 
granted. The image can be accessed via: 
 
http://museumvictoria.com.au/collections/items/
1535468/trade-literature-laminex-pty-ltd-
laminate-sheeting-1955/ 
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In a contemporary essay Eddie Butler-Bowden describes how a suburban lawn plays a 
symbolic role in the novel “My Brother Jack”, George Johnston's 'slice of life' novel of 
Australia in the inter-war years. The main character, David Meredith, recently married 
and living in a new suburban home in Beverly Park Gardens Estate, finds himself not at 
all 'at home' in his new surroundings. Butler-Bowden summarises the characters 
moment of angst: 
 
One day, while on the tiled roof fixing the aerial for their new  
console-radio, David determines he has 'mortgaged [his] life' and  
qualified for 'Doctor of Sterile Studies, Master of the Empty Soul'.  
Looking down onto the garden, he seizes on an idea that he knows  
will ruin his marriage. The plan is effected immediately: he plants  
a native eucalypt, a sugar gum, 'smack bang in the middle of the  
lawn'. His wife Helen's compromise suggestion of a Japanese  
dwarf-maple is cruelly rejected – 'No dwarf anythings! I want a tree.  
A proper bloody tree.'  
 
(Butler-Bowden 2001, p. 108) 
 
Butler-Bowden suggests that the lawn in this novel is a symbol for the modern style of 
built form that was transforming suburban landscapes at this time. However, I believe 
the lawns stronger significance in the book is as a metaphor for the social mores and 
conceptions of home in the suburbs. The characters rebellious cry 'I want a tree. A 
proper bloody tree', is a statement of intent to plant a stake in the middle of all the lawn 
represents: the servile boundaries of garden and gate, the lofted eyebrow of the 
neighbours surveillance and the metronomic routine of home, commute, work, 
commute, home. Perhaps I am in danger of being as polemical as Alan Ashbolt in his 
excoriating critique of suburbia. This is not my intention; however, the lawn is a 
dominant feature of suburbia and it looms large in the public consciousness as a symbol 
of suburban life. 
To complete the diptych I needed to make a companion panel for this reconfigured 
painting. I began by determining the dominant formal and conceptual characteristics of 
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the work, which as has been iterated above, are the lawn and the simulation of timber. 
Accordingly I made a decision to repeat these motifs in the companion piece. The fence 
of the first painting was also an important visual and metaphoric device, standing for 
separation, territory and the privacy of home. I chose to include a fence in the second 
work; also in the foreground of the picture. This was done to reinforce the fence’s 
metaphoric message; but just as importantly, to create a compositional line of sight 
stretching across the two works. This would sync the two pictures together formally and 
conceptually and help to create a successful diptych. 
Illustrated in figure 38 is the working drawing I made for the companion panel. I chose 
to repeat the theme of a single house set within landscaped grounds. The house is the 
common denominator of the suburban environment; endlessly repeated, with subtle 
variation, houses populate across the landscape to create a characteristic built form that 
is identifiable as suburban. I searched through my archive of photographs to find a 
house with the compositional and figurative qualities required, however, none were 
suitable. It was at this time I was researching Howard Arkley’s work, and looking at his 
painting Home and Garden Western Suburbs, Melbourne (1988), [figure 46], I realised 
the house in this work and the tree on the right would provide an ideal counterpoint to 
the same figurative objects in the first panel of the diptych. Thus I appropriated these 
motifs from Arkley’s work, also adding a brick fence and other trees from properties I 
observed in Coburg. In making this appropriation I was not interested in making a 
critical comment upon Arkley’s painting. Appropriation is often a strategy to comment 
upon, critique or reconfigure another artist’s work; however, it can also be a kind of 
collage, a convenient method of simply borrowing imagery that is useful for new work. 
Arkley himself appropriated for his house paintings the graphic illustrations of 
properties advertised for sale in major metropolitan newspapers, such as Melbourne’s 
The Age (Gregory 2006). I could have sought the same source material or found a house 
in Coburg or Craigieburn of similar style and proportion to Arkley’s; however, in 
keeping with the theme of mimicry present in the diptych I opted to make ‘a copy of a 
copy of a copy’ (copy Arkley’s house, which was copied from an advertisement, which 
was copied from ‘the original’).  
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Figure 38. Painting #3 right panel working drawing, 2014, 
pencil on drafting film, 20 x 30 cm. 
 
The next stage in the painting process was to make decisions regarding which parts of 
the composition would be painted, which were to be left timber, which were to be faux 
bois, which linen and which areas were to be cut-outs. In order to compositionally tie 
the works together I designated the sky as faux bois; next, the lawn was assigned as cut-
out. I made this decision because I wanted a large proportion of the surface to be cut 
away; I was interested in finding out how much of the paintings surface could be 
removed without this excision causing a major aesthetic rupture. I speculated that if a 
large enough area was taken from the painting then a collapse of pictorial space could 
occur; the void of the cut-out could disrupt the paintings surface from functioning as a 
screen for the projection of three-dimensional imagery. I was interested in finding out 
how much space would have to be removed from the painting to make this happen. No 
such aesthetic rupture occurred in the finished work, however. The excised space, 
despite being relatively large, is read as positive space that is a part of, even flush with, 
the paintings surface. As such, the eye glides over the void, registering it intellectually 
as a space but interpreting it as a formal element associated with other formal signs on 
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the picture plane. In retrospect this kind of experimentation is best done with numerous 
small working drawings, however, the ideas trial in this work proves the resilience to 
volumetric disruption of the picture plane and its functionality as an illusionistic 
picturing device. 
As usual for all the paintings of this project, despite many of the key formal and 
conceptual decisions being worked out in the working drawings, many other decisions 
are made in the course of the paintings progress. One such decision was the colour 
chosen for the faux bois. My original plan was to adopt the same naturalistic timber 
colour used in the works companion panel. However, after painting the brick fence I 
realised that a pale yellow/blonde timber colour would be inappropriate as the colour 
would dominate the picture. Looking at the two panels of the diptych together I realised 
a green faux bois would complement the colouring of the first panel. Green worked 
conceptually as well; it was not necessary that I only imitate timber, I realised faux bois 
could be used as a stand in for the imitation of any material. Perhaps the faux material 
in the painting is timber, perhaps it is stone or laminex; the material is not important, 
what is important is that imitation is produced. The suburbs are a field of simulacra. 
Neo, mock, revivalist, period; the wonders of all ages are on offer and on show in the 
suburbs. 
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Figure 39. Painting #3 right panel, 2014, earth pigment on linen on board, 
100 x 150 cm. 
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Painting Research: Painting # 4 
 
 
 
Figure 40. Painting # 4, 2013, earth pigment on linen on board, 100 x 300 cm. 
 
 
This work references the much lauded ‘Aussie Backyard’; the mythologised place of 
summer barbies, cricket games, Dad’s shed, the Holden up on blocks, the chook yard 
and vegie patch. At least that was the Aussie backyard. The classic backyard of the 
bucolic 50’s and the halcyon 70’s has faded from suburban landscapes. The 
contemporary backyard is diverse; some still fill the mythical mould, but more are 
smaller, sparser, not as social and less private. This work was made in response to the 
backyards present in a new suburban development in Craigieburn. It examines the role 
of the fence as an artefact of the need for security and privacy, the notion of private 
open space and the role of faux materials in the material and social production of 
suburbia. 
 
Tony Hall, a town planner and urban studies academic notes that the backyard is an 
iconic symbol of the Australian way of life, a prime component of suburban vernacular 
form and a rooted part of the suburban dwellers consciousness. The backyard, he states, 
is “The most prominent form of suburban private open space . . . (Hall 2010, p. 2).” It is 
a space that can be used for a variety of domestic centred activities: a children’s 
playground, social entertainment area, a place for car, home or other maintenance, a 
place for gardening, exercising or other leisure activities. Additionally, backyards are a 
habitat for plants and animals and provide a valuable green space that is of benefit to the 
whole community. However, since the mid-1990’s the size of backyards has been 
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decreasing and this has severely restricted the use to which backyards can be put as well 
as their function as an environmentally beneficial green space (Hall 2010). 
 
When I visited the residential development in Craigieburn from which the field 
information for this painting was derived I was struck by the decreased size of the 
backyards in comparison to those in the older suburbs of Melbourne. Other aspects of 
the built form were also noticeable. However, I will quote Tony Hall who has made an 
in-depth analysis of the trends in Australian backyards; he notes: 
 
There is very little private amenity space to the rear of the dwelling. . .  
The dwelling now extends to the boundary of the plot and, as a result,  
near to adjoining dwellings. The backyard as conventionally conceived  
is no longer provided. . . Although the houses are predominantly  
single-storey, with only a proportion rising to one-and-a-half or two  
storeys, the outlook from the house is obstructed by a high surrounding  
fence. Windows are few and often small and tinted. 
 
(Hall 2010, p. x). 
 
These observations tally exactly with mine and they are exemplified by the property 
reproduced in figure 41 overleaf. 
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Figure 41. Reference image for left panel of Painting # 4. 
 
It appears then that the kind of housing being provided in parts of Craigieburn and in 
many other new developments is unhomely. Houses too close together and squeezed 
against tall fences, few windows and little backyard space does not promote resident 
privacy and opportunity for social or family activities- all qualities and actions of home. 
Of course, home is not made or sold by developers, even if they would like a consumer 
to think so; it is made by residents through daily interactions with their environment 
(Lawrence 2000). 
Because the development is a new one many houses are still under construction, 
gardens are yet to be established and many residents have not moved in. Thus it could 
be deemed premature to judge the presence or absence of homely qualities in an 
environment that is not yet fully lived in. However, residents are only able to improve 
their physical environment in as much as the foundational built form allows. By 
‘foundational built form’ I am referring to the unchangeable form that is installed by 
developers; things such as houses, fences, or property boundaries. Such constructions 
are prescribed by what Henri Lefebvre terms ‘conceived space’ the space that is 
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manipulated, ordered and (literally) made concrete by planners, developers and 
government (Lefebvre 1991; Elden 2004). The built environment of this new suburb I 
found dispiriting; I could see that it was a potential home for residents, but because of 
the prescriptive built form of the houses sited so close to property boundaries, the small 
blocks and the tall fences present, I thought that the new home owners would struggle to 
alter their properties in ways that would make them feel at home. Thus for this final 
painting of the project I wanted to capture this aura of unhomeliness.  
 
Portraying the unhomeliness of this suburb in a painting was, however, an artistic 
challenge. Simply reproducing in a realistic manner the built form of the development 
would only go part way towards communicating the concept, and thus I needed to find 
an additional signifier or metaphor for the notion of a lack of home. The answer to this 
problem I found in the technique of faux bois that I had employed in my earlier work. I 
realised that I could use this technique in combination with the diptych format and 
imitate the timber grain of one panel in the other companion panel. By so doing I could 
create a doppelgänger; a copy, a simulacrum of the first panel and thus create a 
metaphor for the faux materials that are widely used in the suburban built environment.  
 
 
 
Figure 42. Left panel of Painting # 4, 2014, earth pigment on linen on board, 100 x 150 cm. 
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Having made this decision I had to choose a painting method that would allow display 
of as much timber as possible so the faux bois would be evident in the finished work. 
Thus I opted to paint predominantly using line. This allowed a rendition of imagery that 
was reminiscent of a town planner’s drawing- a metaphor for the planned nature of 
suburbia. Figure 42 is a reproduction of the finished piece, the first panel in the diptych.  
 
 
 
 
Figure 43. Painting # 4 work in progress, 2014, earth pigment on linen on board, 100 x 300 cm. 
 
 
The next stage of the work was the painting of the faux bois companion panel. To 
accomplish this I first made a drawing of the timber grain in the first piece, which I then 
reversed to get a mirror image. I then followed the procedure for faux bois painting 
described under the heading Painting Research: Painting # 3, which begins on page 
105. Figure 43, above, illustrates the timber panel on the left and the faux bois panel on 
the right with mirrored wood grain of the first panel. The final stage in the diptychs 
completion was the painting of the imagery in the second panel. I chose to paint a 
mirror image of the house and yard depicted in the first panel, with variations from the 
original only in colour and garden composition. 
 
After completing this work I realised that by making a copy of the first panel’s materials 
in the second companion panel, and also by the repetition of the house, I had referenced 
the repetitiveness of much of the built form that is present in some suburbs. In so doing 
I had alluded to the uncanny nature of suburbia. The uncanny, or unheimlich in German, 
was the subject of an in-depth enquiry by Sigmund Freud, who noted that the uncanny 
is a phenomenon that is frightening, but it is frightening in a particular way, different to 
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other fear inducing things. He states: “One is curious to know what this peculiar quality 
is which allows us to distinguish as “uncanny” certain things within the boundaries of 
what is “fearful” (Freud 1919, p. 1).” Freud observes that heimlich denotes 'familiar', 
'native', or 'belonging to the home' but the German expression “An unheimliches house” 
is translated into other languages as “a haunted house”. It is a mistake, then, to translate 
unheimlich literally to mean ‘unhomely’. This is close to its meaning but not wholly 
accurate. The uncanny, according to Freud, is felt only when a person is faced with a 
situation that produces a conflict between old beliefs or emotions that have since been 
repressed and deemed superstitious, with a reality that shows these old thoughts or 
beliefs to be perhaps true. Such things as the animation of lifeless objects, apparent 
ghosts, the doppelganger, repetitive signs or events, wish-fulfilments and superpowers, 
these phenomena are believed to be real and normal by a child, but they are abandoned 
as false when the child grows into adulthood. When such phenomena are later 
encountered, then this earlier magical thinking long since known to be false is 
resurrected, and feelings of fear, dread and terror are evoked. 
 
It is perhaps a stretch to suggest that rows of identical suburban houses are terror 
invoking; and yet there is something disquieting about their religious repetition. Houses 
are not Daleks. They are, or ideally should be, individual like the people who call them 
home. 
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Chapter 6: Artists and Home 
 
As chapter two outlined, home is a multifaceted and complex idea that defies simple 
definition and it can be conceived of in relation to a myriad of concomitant ideas such 
as belonging, identity, place, domesticity, architecture, suburbia, identity and landscape. 
Thus I argue that although such ideas may ostensibly be the subject of much Australian 
art, these same works can often also be read as explorations upon the nature of home. 
The group exhibitions which explore home held over the past two decades bear this out; 
for they each have each been organised along a number of diverse curatorial premises 
that highlight a selected characteristic of home.  
Because home is such a complex phenomenon it is beyond the scope of this exegesis to 
survey the full extent of the ways in which the theme has been portrayed. Accordingly, 
this chapter will begin by examining several of the recent curated group exhibitions 
concerning home. In order to contextualise this research project within the current art 
discourse the chapter will note parallels, divergences and similarities between these 
shows curatorial rationale and the research project. The focus of the chapter, however, 
will be on Howard Arkley, widely acknowledged to be Australia’s preeminent artist of 
suburbia. His work has been chosen for examination because it highlights home’s 
qualities of security, privacy and identity and thus provides a contextual basis for the 
research focus of the project. 
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► Home Loan, (2003), Delfin Estate, Caroline Springs, Melbourne.  
 
Artists:  Darren Wardle, Stephen Haley, Natasha Johns-Messenger, Kate Just, Jarrad 
Kennedy, Bernadette Keys, Kerri Klumpp, Simone LeAmon, Ben Morieson, Amanda 
Morgan, Selina Ou, Paul Quinn, Kate Shaw, Masato Takasaka, Blair Trethowan and 
Constanze Zikos. 
 
This exhibition was held in a Delfin “Display Warehouse” in the outer Melbourne 
suburb of Caroline Springs. Delfin, one of Australia’s largest suburban developers, has 
built several warehouses in this suburb which mimic the built form of residential 
warehouse complexes of the inner city. The show sought to present work that re-
examine some of the accepted tropes of suburbia, and in particular the ways in which 
home and housing are marketed as a lifestyle choice. Thus taste, class, marketing, 
image, mass media and the social and economic forces which shape the housing 
industry were all open to investigation. As the curators asked in the catalogue essay:  
 
The suburbs continue to provide a frame for transgression, regression  
and subversion: of identity, identification and subjectivity. With the 
abundance of lifestyle genres—from TV shows to the commodification  
of inner-city living—how are public and private spaces being reimagined 
and repackaged? How does this reconfigure tropes of taste, value and 
aesthetics? 
 (Hjorth 2003, p.2) 
 
This quote acknowledges the role of identity in notions of home. In fact, the exhibition 
was inspired by the seeming incongruence of a residential warehouse development sited 
in the outer suburbs, and this observation by the curators draws a clear connection 
between built form and resident feelings of personal identity.  
The artists in this exhibition have adopted this theme of identity in their works and 
applied it to suburbia, both in its forms as a commercially constructed imaginary space 
and as a real lived place. The exhibition space itself, one of the Delfin warehouses in 
Caroline Springs, also figured large in the artist’s response; many of them making very 
site specific work that physically reconfigured or reconceptualised the space. Darren 
Wardle, better known for his post-apocalyptic urban themed paintings recreated an 
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adolescent’s bedroom, decorating it with the youthful accoutrements and cultural 
markers of 1980’s heartland suburbia, such as themed wallpaper, blue lights and 
musical references. In so doing he reminds the viewer that marketing and image can 
only do so much to create identity, and that perhaps within this trendy transplanted inner 
city home there still beats a middle suburban heart. 
However, the work that most clearly acknowledged the interrelations between built 
form, contemporary society and home, in my opinion, was Jarrad Kennedy's Bananaz. 
Sited outside and at a distance from the warehouse it is a shrunken but to-scale replica 
of Ron Robertson-Swan's sculpture Vault, popularly known as The Yellow Peril. 
Nestled inside the structure but within plain view are some blankets and other detritus 
of a homeless person’s makeshift shelter. By creating a work that addresses 
homelessness and siting it within a precinct that so blatantly posits home as a 
commodity tied to identity Kennedy draws attention to the fact that home is not just a 
collection of feelings and marketing slogans, it is also a physical structure that must 
offer physical security and a minimum of privacy. 
 
► Dream Home: The Domestic in Current Art Practice, (2008), Plimsoll Gallery, 
Hobart. 
Artists: Pat Brassington, Carolyn Eskdale, Ruth Frost, Stephanie Jones, Dvora Morag, 
Matt Warren & Deborah Pollard, Elvis Richardson. 
As the title suggests, the exhibition concerns the domestic sphere, that zone of hearth, 
kin and care that is such an integral component of home and which is largely centred 
within the interior spaces of the dwelling. In doing so it also explores the themes of 
“perception and memory, absence and loss (Pridemore 2008, p.5).” The show included 
installations, photographic works, performance, video, mixed media and painting. In 
common with the dominant attitude of contemporary art concerning domesticity, the 
works do not romanticise home (Haar &Reed 1996). In this show, where nostalgia is 
evoked it is tempered with loss; the often thankless labour of women in the home is 
quietly acknowledged and the domestic as a sight of interpersonal relations is 
highlighted. The domestic and its relation to home has been an important subject for 
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artists, particularly since the 1960’s. Since this period changing attitudes towards gender 
roles, the influence of feminism and new economic paradigms have all contributed to a 
revaluation of the domestic sphere which had thereto been seen as the domain of the 
feminine, and much art devoted to the domestic has sought to overturn this association 
(Allen 2008, Haar & Reed 1996). Although some works in this show, such as those by 
the only international artist, the Israeli Dvora Morag, explore the relationship of women 
to the home, the remainder do not overtly do so; rather, they show home’s domestic 
zone as an un-gendered space. This perhaps is due to the curator’s focus upon the role 
memory plays in the domestic sphere, for the works were selected with consideration to 
Gaston Bachelard’s The Poetics of Space, a widely influential rumination on how 
childhood memory determines notions of home (Pridemore 2008).  
Both the domestic sphere and Bachelardian notions of home infused memory have 
played very little role in this research project. In the first instance because the 
conceptual focus of the project revolves not only upon house exteriors but also the 
greater locale of the suburban environment; and the domestic is generally acknowledged 
to encompass house interiors. In the second instance, although Bachelard’s classic text 
is powerfully poetic, concerned as it is with the interior spaces of an early 20
th
 C French 
house its nostalgic ruminations seemed culturally too far removed from the suburbia of 
Australia to be of any benefit to the research projects aims. 
 
► Home, (2000), Art Gallery of Western Australia, Perth. 
This survey show of Australian, South African and other international artists examined 
home in relation to homeland and nation, with an emphasis upon how these are 
impinged upon by a post-industrial world characterised by instant communications, the 
forces of market capitalism and shifting geographic, political and social borders. As the 
exhibition catalogue states: “. . . Home expands upon the uncertainties of belonging 
precisely at a time when these concepts are being reformulated by the persistent 
pressures of ethnicity, race, nationalism and globalism (Dodge, A. R. 2000, p. 7).” One 
of the artists in particular from this exhibition worth examining in relation to my 
exploration of home is David Goldblatt, a South African artist who, for the first time 
and specifically for the show, made work outside of his home country (Smith 2000). His 
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socially engaged documentary photographs have examined South African social and 
political life since the early 1960’s. For this exhibition he made work upon ideas of 
home in the semi abandoned mining town of Wittenoom in Western Australia.  
In a long career his work has orientated toward political, workplace, and community 
centred subjects, but coeval with these themes a major focus of his practice, like mine, 
explores the nexus between culture and built form. In an essay exploring his artistic 
philosophy he echoes my own artistic rational when he opinions “Our structures often 
declare quite nakedly, yet eloquently, what manner of people built them, and what they 
stood for (Goldblatt 1998, p.11)”. His work for the Home exhibition consisted of a 
series of photographs exploring home and its relation to belonging in Wittenoom, a 
town that has essentially been decommissioned. Built to service the local blue asbestos 
mine which was closed down in 1966, Wittenoom is a ghost town contaminated with, 
and literally built from, asbestos. Yet, after thousands have died from asbestos-related 
disease and the government has withdrawn all but the most essential of services a 
handful of people have chosen to stay and call Wittenoom home. Goldblatt’s 
photographs don’t, however, ask why? They ask how?  
Poignant, eerie, even tragic these works may be; but they are also imbued with a quiet 
dignity. Empty streets, disused infrastructure and derelict houses stand witness to 
human habitation against a backdrop of semi-arid landscape. A work titled Entrance to 
the Settlement, displays a broad dirt road and a landscape devoid of physical structures 
save for a sign reading “Small Community. Smaller Children. Drive Slowly (Goldblatt 
2000, p. 118).” The work is a keystone for the reading of the other works in the series 
which depict some of the few remaining residents of the town, for no children are 
pictured. This left me to ponder: the sign was in good condition, the paint seemingly 
fresh; had one of the elderly residents of this dying town with no children maintained 
this sign? And if so, why? It could only have been done through a sense of belonging-an 
emotional connection to Wittenoom and the memories associated with this place, in 
short through a love for home.  
Another of the works in the series is a photograph of a corner of a resident’s garden. 
Titled Margie Blake’s Vegetable Garden, it depicts a small garden wedged into the lee 
of a makeshift corrugated iron fence, beyond which stretches a flat and dry landscape. 
The work evokes a sense of home that is evident through, and maintained by, an 
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engagement with place and ritual, the traces of connection marked by the built forms of 
habitation. The artist David Goldblatt has thus applied to these works the principle upon 
which this research project is predicated- that built form is an interpretation of culture; 
and in so doing he has illustrated how home is an emotive connection with place that 
can be read through the cipher of domestic built structures.  
 
Howard Arkley 
Howard Arkley (1951-1999) was Australia’s preeminent painter of suburbia.  His 
cartoon style slickly spray-painted works brought a whiff of the display home, the 
idealized suburban life, into the gallery. With these works Australians were shown the 
landscapes with which they were most familiar. Arkley never explicitly stated that he 
was making work about home, but home is certainly an implicit or de-facto subject of 
his work, if not only for the fact that he was painting an environment where people lived 
and concomitantly where they formed affective relationships with place. He cast a non-
judgmental eye over the suburban terrain. Despite their bright, often fluorescent colours 
and comic style graphicness, the tone of his works was not didactic or satirical. 
Referring to suburbia during an explanation of his work shown at the 1999 Venice 
Biennale he stated: “It’s where 95 per cent of Australians actually live – they don’t live 
out in the desert . . . Australians get my work straightaway . . . they understand that 
they’re not being put down either – it’s not satirical (Arkley, cited by Gregory 2006 p. 
5).” 
 
He was an artist who took his role as cultural contributor very seriously; in response to 
an interviewer who asked “Do you see your work as being anthropological — like a 
document?” Arkley replied “. . . ultimately, no. I want to make visual images of 
significance and power that have significance to a culture (Arkley, cited by Edelstein 
1994)” Arkley was making it clear that his works were more than documentary images 
of suburban architecture. They were cultural artefacts which recognized the suburban 
built environment as one that was important to cultural life in Australia; one that was a 
worthy subject of art making, even if he himself was unsure of what particular aspects 
of this environment were conceptually important.  
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As a painter of the built world it would seem sensible to assume his work was at least in 
part concerned with architecture; however when asked about this Arkley has said “Well 
I'm not actually interested in architecture . . . A number of architectural magazines have 
done things on my work, trying to pin me down, and I'm quite unwilling to be . . . 
[Arkley was interrupted by the interviewer at this point] (Arkley, cited by Edelstein 
1994). Arkley continued the conversation by talking about the landscape, stating:  
 
The word landscape is tainted and fucked — the landscape is right  
out here! I can stand and look up this highway here and it goes up  
and it goes over the Oakleigh station there and there's this horizon  
line — it's fantastic! To me, it's the same as any other landscape —  
no better and no worse, but more significant because it's one that we know.  
 
(Arkley, cited by Edelstein 1994).  
 
It is plain from this statement that Arkley saw his work as belonging to the landscape 
genre. This is a genre that since its inception in 17
th
 C Holland has undergone numerous 
socially and politically modulated iterations. At the root of all such conceptually diverse 
views of landscape, however, has been the relationship between culture and the scene 
depicted (Cosgrove 1998). The ‘scene depicted’ has, in Australia, traditionally been that 
of a bush, pastoral, rural or desert scene (Allen 2008). As the noted architect Peter 
Corrigan has observed, it was Howard Arkley who foremost amongst Australian artists 
placed the suburbs squarely and firmly upon the landscape easel (Corrigan, cited by 
Crawford 1997, p. 89). In so doing he introduced to both a popular art audience and the 
critical art establishment the notion that landscape does not only exist beyond the 
suburban fringe, it exists also in the everyday environs of suburbia itself.  
 
The suburbs are the place of place; the locality where people form relationships with the 
environment and establish a sense of home. Arkley’s paintings made these relations 
visually manifest. Two principle formal devices underpin Arkley’s suburban paintings 
and highlight these relationships. Firstly, the “featurism” displayed in the built form of 
suburbia is exultingly celebrated. “Featurism”, refers to an architectural style that pays 
no heed to coherent design or periodic authenticity. The style is, in current parlance, a 
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‘mashup’. The term was coined by Robin Boyd and was decried in the influential The 
Australian Ugliness as a style wholly in poor taste (Boyd 2010). ‘The Featurist’, claims 
Boyd, “. . . deliberately and proudly destroys any unified entity which comes into his 
hands by isolating parts, breaking up simple planes, interrupting straight lines, and 
applying gratuitous extra items wherever he fears the eye may be tempted to rest (Boyd 
2010, p. 23).” In the suburbs featurism takes the physical form of jumbled mix-n-match 
styles, ostentatious brickwork, isolated period details, mock facades and excessive 
ornamentation. Boyd was an acute and accurate observer of Australian built form; 
however, his observations were also accompanied by a certain moral censure. Featurism 
was crass and ugly, according to Boyd (2010).  
 
However, such decorative flourishes and architectural features are a means by which 
people personalise space, define territory and distinguish a personal home environment. 
This is something that Arkley recognised, and such featurism was given devotional 
attention in his works. The titles of Arkley’s paintings give an indication of his focus 
upon such built form; Suburban Exterior (1983), Nubrick (1986), Stucco House (1988), 
The Bay Window (1989), Mosaic Entrance (1994) and Theatrical Facade (1996) [figure 
44] , amongst others, all highlight suburban vernacular features that, although 
ubiquitous, are also objects of pride and markers of identity for suburban home owners.  
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Figure 44. Howard Arkley, Theatrical Façade, 1996, 203 x 153 cm, 
Parliament House Art Collection, Canberra. © Kalli Rolfe Contemporary Art. 
 
 
Theatrical Facade, 1996 (figure 44) provides an example of Arkley’s focus upon the 
featurism of suburban form. Through clever composition the balustrade in this painting 
has been made the centre of visual and conceptual attention. The picture is tightly 
cropped, allowing it to dominate the centre of the work, and enough of the house is 
shown to give context to the balustrade and to visually frame it. In what Peter Timms 
(2008) calls “the theatre of arrival’, the sequence of interactions a visitor makes with 
street, gate, patio and door, this balustrade is the acknowledged star.  
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A formal ally in this exploration of architectural details is colour; a standout visual 
device of Arkley’s suburban works. Architectural colour in the suburbs is explored in an 
essay by Kathryn Millard, who describes Robin Boyd’s horrified response in The 
Australian Ugliness to the explosion of colour in the homes of 1960’s suburbia. She 
writes “(Boyd) charts the surfaces of an Australian home: vinyl tiled floors in black and 
yellow; laminated table tops in swirling pinks and reds; bowls of plastic yellow roses 
and tableware in pillar-box red, butter yellow, sky blue or pea green (Millard 1994, p. 
188).” This passage could equally describe an Arkley painting, for in his garish use of 
colour and pattern he evokes a generations worth of suburban ideals and dreams. Arkley 
takes the palate of the suburban interior and displays it on the exterior; in effect he turns 
the inside out and presents the homeliness of the private interior as public spectacle.  
 
Propriety of property is second visual theme of Arkley’s work that highlights home 
through peoples relationships with the suburban environment. ‘Propriety of property’ is 
a term used in property law that refers to the legal, and to a certain extent moral, rights, 
one has to property. For example, a lessee has a stake in a leased dwelling, or propriety 
of property, but the lessor has greater rights and propriety. Pride of ownership and the 
commodification of property can both derive from propriety of property and Arkley’s 
paintings point up this aspect of The Great Australian Dream.  
 
The emphasis in Arkley’ work upon home as property and dream is, I would warrant, 
mostly a function of the source material used for many of his works. Principally, he 
used the small black and white line drawings of properties for sale that could be found 
in major metropolitan newspapers, such as Melbourne’s The Age (Gregory 2006). An 
example of the type of source material he used is shown in figure 45. These are 
drawings I collected for my own work a decade ago; not knowing then that Arkley used 
the same visual material. 
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Figure 45. Source material similar to that which Arkley used. Collection of the author, Grant Hill. 
 
 
These drawings are designed to give a snapshot view of the property for sale. 
Accordingly they are simple, almost cartoon like, and although not caricatures, they do 
emphasise the particular style or built form of each individual house. All extraneous 
detail to the style and prominent features of the properties is excised. A potential 
property buyer can glance at them and instantly read, for example, ‘California 
bungalow’ or ‘double fronted with established garden’. Additionally, there are never 
any people or cars in these drawings. The illustrations are thus depersonalised and the 
houses appear as stage sets ready for a new owner to walk into. Another feature of these 
drawings is their perspective which is exaggerated so as to make the house seem more 
three dimensional, and the gardens more spacious. 
 
Home and Garden Western Suburbs, Melbourne (1988), [figure 46] is a good example 
of Arkley’s wholesale stylistic adoption of these real estate drawings. Whereas 
Theatrical Facade is a tight cropping of the source material in order to emphasise an 
architectural feature, this painting shows the house set in a landscape garden that is 
exaggeratedly expansive. The message of the source advertisement and the work is: 
“suburban, middle class affluence, model home and family friendly.” As such it speaks 
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of property as commodity. This highlights one particular irony of home in contemporary 
Australia, which is that although home is private and personal it is also perceived as 
something that can be bought and sold on ‘the property ladder’.  
 
 
 
Figure 46. Howard Arkley, Home and Garden Western Suburbs, Melbourne (1988) 
acrylic on canvas. Collection: National Gallery of Australia, Canberra.  
© Kalli Rolfe Contemporary Art. 
 
In a sale of residential property it is ownership of a house that is transferred between 
parties. Home is not part of the sale contract; it must be created by the new owners. As 
the geographer Roderick J. Lawrence has pointed out, “. . . a person can purchase a 
house but one cannot buy a home! (Lawrence 2000, p. 55).” However, ontological 
security, social standing, security of tenure and freedom to alter a property are all 
inherent in the propriety of property; and thus a house purchase also provides a de facto 
entrée to home. Arkley captures this culturally commoditized nature of home in his 
works. They portray display homes, those houses constructed by building companies for 
prospective buyers to visit and walk through, detail, colour and décor all designed to 
straddle the line between the impersonal and homely. 
 
Arkley was Australia’s preeminent painter of suburbia because he understood the 
seduction of its built form. The self-contained homely houses, the order and control, the 
ubiquitous featurism and the display of proprietary power; these make Australians feel 
at home. 
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Conclusions and a Further Research Agenda 
 
 
This project has researched notions of home, in particular the role of security, identity 
and privacy as they relate to home. It has examined how these qualities of home are 
exhibited in the built form of Australian suburbs, in particular the suburbs of Coburg 
and Craigieburn in Melbourne. The project has researched this topic through a three part 
process:  
 
1. A review of the literature.  
2. Field observation in the subject suburbs.  
3. The painting of artworks which visually record the ideas and sentiments gleaned from    
the literature and fieldwork. 
 
The project was begun with the premise that built form in the suburbs reflects notions of 
home. This premise was confirmed by the observations made in the suburbs of Coburg 
and Craigieburn. These localities displayed different built form congruent with their age 
and location. Coburg is a middle suburb with a variety of housing stock and established 
private and public gardens. Here home is evinced through an engagement with place by 
residents carried out over a relatively long period of time. Consequently the suburb 
shows a wide variety of built form that is evidence of personal identity formation. 
Gardens, fences, house and yard ornamentation, street layout and housing are all 
constructed in order to contribute to a display of identity, feelings of security and a 
quest for privacy by the residents. Thus home is much in evidence in this suburb. 
Craigieburn is a newer residential area where home is in a state of becoming. A wide 
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variety of housing stock and properties which range greatly in size has contributed to 
differences in how home there is evidenced. The projects paintings exploring this 
suburb emphasise built form which is prescribed by space. Gardens, fences, windows 
and house orientation in Craigieburn are governed by the particular spatial arrangements 
present in the suburb, and consequently home there is also prescribed by space. 
 
The project is one that is socially engaged; home is fundamental to human physical and 
ontological security, and the project examines home in relation to the physical world of 
the suburbs that the majority of Australians live in. The project could thus be of interest 
to town planners and architects dealing with problems of suburban form. 
 
The architect and author Simon Henley in an article examining London’s housing crisis 
suggests the solution to that cities overcrowding and housing affordability lies in a re-
thinking of what home is, and then designing housing to meet people’s requirements of 
home rather than people’s requirements of housing. He states: 
 
As architects, we need to ask what home actually is, and, how it fits  
into the city. Indeed, the answer is as much anthropological as it is  
architectural, as it lies in re-thinking the house itself, in creating –  
not housing – but homes. 
 
(Henley 2013) 
 
This project suggests he is right. My research has shown that suburban residents will 
modify their environment and construct built form in order to meet their needs for 
home. They will build fences to provide security, plant gardens to domesticate space, 
construct porticos and entranceways to signal the domain of the private and they will 
personalise space in a myriad ways to communicate identity. Only a person or a group 
of people can make a home, not government nor corporations; because home is a place 
where people feel they belong, where they feel secure, where they are in a private 
domain and where they can assert identity. What government and corporations can do is 
provide a built environment that optimises resident’s ability to modify their 
environment in a homely manner.  
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Currently the viability of the suburb as a continuing form of residential development is 
being questioned. Government bodies have recognised that suburbs can be land and 
infrastructure hungry, socially isolating and environmentally damaging, and 
consequently they are seeking alternatives to the traditional ‘single block’ suburban 
form. Melbourne City, in 2002, began to implement its 30 year strategic plan for the 
management of urban growth and development across metropolitan Melbourne. The 
plan recognises the historic, social and architectural value of existent suburbs, but 
acknowledges there are limits to growth for this kind of residential built form. 
Accordingly, the plan recommends the curtailment of further suburban expansion on the 
fringes of the city. To cater for housing demand, consolidation within the existing urban 
footprint is the preferred policy. The plan has identified ‘activity centres’, places where 
people congregate to shop, work, socialise, seek government services or catch public 
transport, as areas around which to concentrate high-density housing such as apartment 
buildings (State Government Victoria 2013). 
 
Given that this form of development is relatively new in Australia, and considering also 
that people modify their environment in ways that contribute to a sense of home, one 
question that government and developers responsible for this new built form must ask is 
this:  
 
• Does this development template provide residents with a capacity to modify 
their environment in a homely manner? 
 
This research project has demonstrated that the freestanding house set on its own block 
of land offers its residents two great advantages, both of which contribute to a sense of 
home. 
 
1). Prospect. The land around the dwelling gives a resident a range over which to 
monitor home territory, and thus gain a sense of security and privacy. 
 
2). Place Making. The land around the dwelling, and the exterior of the dwelling, is a 
site for interacting with place. Through gardening and home repairs/modification 
residents can forge a relationship with their home environment and also express their 
identity.  
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Following from this, one challenge for designers of multi-unit developments is to design 
housing that incorporates these advantages of the suburban single unit property. Some 
design elements which have suggested themselves to me through engagement with this 
research project are: 
 
• Rooftop gardens/open space. 
• Balconies for every apartment. 
• Public internal courtyards. 
• Private micro gardens/light-wells. 
• Orientation of apartments that maximise prospect. 
• Body corporate rules that allow painting and other decoration/modification of 
individual apartment exteriors. 
• Allow tenants to use nearby street space and public space for ‘private’ gardens. 
 
Further elaboration upon multi-unit design that allows modification by residents to 
create a sense of home is beyond the scope of this project. The important point to be 
made, however, is the research project has demonstrated that home is an important 
human need, that it is enhanced through engagement with and modification of the built 
environment, and that there is scope for further research into how the built environment 
could be designed to provide homely qualities and also how design could allow 
residents to modify their environment. 
 
The project is one that uses art making as a research mode and it is primarily an enquiry 
into artistic concepts, representation and methods. As such it has made a contribution to 
knowledge relating to painting as a medium of artistic expression. It has achieved this in 
three ways: 
 
Firstly, the project has explored how the diptych format is able to communicate 
concepts relating to space. The project was begun with the intention of producing single 
panel paintings, however, during the initial studio research I discovered the diptych 
format was the ideal one to investigate and display notions of home. This form was 
adopted because home is, amongst other things, spatial in nature. Home is multi-scalar; 
it exists across different scales, from the house, to the local suburb and to the nation 
(Dovey 1985; Tuan 1993). The layout of suburbia with its individual properties 
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surrounded by gardened grounds and connected by a road network is also prescribed by 
space (Lefebvre 1991; Elden 2004; Butler 2005). The format of the paintings with their 
twin panels is both a metaphor for the spatial nature of home and suburbia, as well as an 
optimal means to explore their spatiality. Because a diptych presents images on two 
panels it provides a ‘compare and contrast’ style of viewing (Suler 2012), which helps a 
viewer read the work as a narrative and/or as iterating geographic, social or conceptual 
space. 
 
Secondly, the project has explored the conceptual and technical use of earth pigment as 
a paint medium and it has examined how the support materials of a painting- the 
stretcher frame, linen and timber support are able to be used as art materials in their own 
right. Earth pigment is both an ancient and a contemporary art medium, and it has 
special significance in Australia because of its significance in Indigenous culture. Also, 
because Australia is a post-colonial nation that is seeking an identity based on a 
rapprochement with its history and landscape, earth pigment has value as a metaphor for 
place. This is why I have used the medium; earth pigment has allowed me to present to 
the viewer the land itself in works that deal with home, and thus elicit a reconsideration 
of place, belonging and home. 
 
Thirdly, the project has examined notions of home, a theme which has been little 
engaged with in a direct way by Australian artists. Certainly, ideas of belonging, 
identity and place have been much explored, particularly as they relate to the traditional 
notion of landscape, that is, as a view of a natural or rural scene. However, Australian 
art to date has not made a sustained and nuanced exploration of suburban landscape. 
Through their exploration of the ways in which suburban built form has been used to 
create a home the paintings of this project function as a social document; and they are 
an artistic record of the suburban landscapes which are home for so many Australians.  
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Appropriate Durable Record (ADR) 
 
(visual documentation of the research projects  
processes and outcomes)
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Painting # 1. Earth pigment on linen on board, 100 x 300 cm, 2011 
 
Painting # 2. Earth pigment on linen on board, 100 x 300 cm, 2013 
 
Painting # 4. Earth pigment on linen on board, 100 x 300 cm, 2014 
 
Painting # 4. Earth pigment on linen on board, 100 x 300 cm, 2013 
Figure 47. The four paintings made for the project.
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Figure 48. Painting # 1. Earth pigment on linen on board, 100 x 300 cm, 2011 
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Figure 49. Painting # 1 left panel. earth pigment on linen on board, 100 x 150 cm, 2011. 
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Figure 50. Painting # 1 left panel working drawing, photocopy, pencil and cardboard on paper, 100 x 150 cm, 2011. The soffit area in the roof is a trial 
cardboard 3D ‘ant-cutout’; an experiment that was not used in the painting. 
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Figure 51. Painting # 1 left panel work in progress, earth pigment on linen on board, 100 x 150 cm, 2011. 
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Figure 52. Painting # 1 right panel, earth pigment on linen on board, 100 x 150 cm, 2011. 
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Figure 53. Painting # 1 left panel work in progress, earth pigment on linen on board, 100 x 150 cm, 2011. This illustration shows the garden at centre right and the 
house roof protected by masking tape in preparation for painting of the remainder of the work. The mortar of the brick fence and wall is delineated with 2mm thick 
lines of masking tape. This tape makes a stencil for the brickwork and was removed after the bricks were painted.  
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Figure 54. Painting # 1 left panel, work in progress, detail, earth pigment on linen on board, 100 x 150 cm, 2010. This figure shows a detail of the brickwork in the 
process of being painted. A layer of paint has been laid down over which masking tape has been applied. On this tape was drawn the mortar of the brick fence. The 
fences bricks were then cut out using a scalpel. The illustration shows the work at this stage. The next step in the process is to paint the bricks and then to remove 
the masking tape to reveal the painted mortar laid down earlier. 
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Figure 55. Painting # 1 left panel work in progress, detail, earth pigment on linen on board 2011. This figure shows the same area of the painting illustrated in figure 
x on the previous page. The brickwork has been painted and all masking tape removed. 
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Figure 56. Painting # 1 left panel work in progress, earth pigment on linen on board, 100 x 150 cm, 2011. The brickwork has been painted and the masking tape 
delineating the mortar, shown in figure 54 has been removed. 
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Figure 57. Painting # 1 left panel work in progress, earth pigment on linen on board, 100 x 150 cm, 2011. The fine details of the painting- the brickwork, garden and 
house roof, have been protected with masking tape and paper for the painting of the works bush landscape background. This illustration shows the beginnings of 
this backgrounds underpainting. Note the photograph used as a reference. 
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Figure 58. Painting # 1 right panel, detail, earth pigment on linen on board, 2011 
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Painting #2 
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Figure 59. Painting # 2. Earth pigment on linen on board, 100 x 300 cm, 2013
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Figure 60. Painting # 2 left panel Earth pigment on linen on board, 100 x 150 cm, 2013. The materials of the painting object itself have been used as visual elements 
in the work. The footpath is designated by the timber support, the trees at left are cut from this same support, and the linen which is glued to the timber has been 
exposed to essay the fence and houses. The remainder of the picture is painted using earth pigment paint. 
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Figure 61. Painting # 2 left panel. working drawing, pencil on photocopy, 100 x 150 cm, 2013. This working drawing has been enlarged from a smaller A4 sized 
pencil sketch to the size of the painting. It was used as a template throughout the painting process. 
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Figure 62. Painting # 2. left panel, work in progress. earth pigment on linen on board, 100 x 150 cm, 2013. This figure shows masking tape applied to the painting 
and used as a stencil. Paint has been applied to these stencils (pink at upper, grey at upper right and bottom left).  
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Painting #3 
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Figure 63. Painting # 3, earth pigment on linen on board, 100 x 300 cm, 2014 
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Figure 64. Painting # 3 left panel, work in progress, earth pigment on linen on board, 100 x 150 cm, 2014. This work was originally the finished right panel of the 
diptych Painting # 2, however after realising it did not work with the left panel to form a coherent work I reworked the image and used it as part of a new diptych. 
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Figure 65. Painting # 3. Earth pigment on linen on board, 100 x 150 cm, 2014. 
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Figure 66. Painting # 3 left panel, detail, earth pigment on linen on board, 2014. Detail showing the painting of the brickwork around the house windows. The 
masking tape separating the bricks has not yet been removed; when this tape is removed the mortar of the bricks is revealed. See figure 67, overleaf, for the 
completed brickwork. 
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Figure 67. Painting # 3 left panel, detail, earth pigment on linen on board, 2014. The brickwork around the windows complete. 
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Figure 68. Painting # 3 right panel, working drawing, pencil on drafting film, 20 x 29 cm, 2014. Initial working drawing to determine composition; this was enlarged to 
the size of the painting (100 x 150 cm) on a photocopier and the photocopy was used as the studio working drawing. 
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Figure 69. Painting # 3 right panel, work in progress, detail, masking tape, earth pigment on linen on board, 2014. At left is masking tape stuck down on a layer of 
paint applied to linen on board. The tape has the outlines of the brickwork drawn on it. At left the brick areas have been cut from the tape to form a stencil.  
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Figure 70. Painting # 3 right panel, detail, earth pigment on linen on board, 2014. Detail of the brick fence. Note how the weave of the linen has helped to create 
texture. 
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Figure 71. Painting # 3 right panel, earth pigment on linen on board, 100 x150 cm, 2014. This figure shows the base layer of the faux bois (fake wood) complete. 
Over this layer masking tape will be placed. This tape will then have a wood grain pattern cut from it to make a stencil. Paint will then be applied over this stencil and 
a wire brush used on the wet paint to create a grain effect. Figure 72, overleaf, shows the masking tape in place and cut out ready to receive the next layers of paint. 
178 
 
 
Figure 72. Painting # 3 right panel, earth pigment on linen on board, 100 x150 cm, 2014. This figure shows the masking tape stencil stuck over the base layer of faux 
bois (fake wood). Paint will then be applied over this stencil and a wire brush used on the wet paint to create a grain effect. This paint will then be sanded and the 
tape removed to reveal the finished faux bois. 
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Figure 73. Painting # 3 right panel, earth pigment on linen on board, 100 x 150 cm, 2014. 
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Painting #4 
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Figure 74. Painting #4. Earth pigment on linen on board, 100 x 300 cm, 2013. 
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Figure 75. Painting #4 working drawing, pencil on drafting film 100 x 150 cm, 2013. 
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Figure 76. Painting # 4. work in progress, earth pigment on linen on board, 100 x 150 cm, 2013.The left panel of this diptych is a finished work. The paint in this 
panel has been applied to a timber board. The right panel is a work in progress. This panel looks like timber however it is paint on linen, and the wood grain in the 
left panel has been mirrored in the right. 
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Miscellaneous Support Work and Materials  
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Figure 77. Norwegian Landscape #1 support work, acrylic on canvas, 30 x 80 cm, 2010. What looks like timber in this work is paint; this work was made as research 
into the mimesis of timber. 
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Figure 78. Norwegian Landscape #1 working drawing (Right Panel), pencil on drafting film, 30 x 40 cm, 2009. This is a tracing from a piece of pine timber. The 
drawing was used in the making of faux bois in the right panel of Norwegian Landscape #1 (figure 77). 
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Figure 79. Norwegian Landscape #2  support work, acrylic on canvas,  30 x 80 cm, 2010. What looks like timber in this work is paint; this work was made as 
research into the mimesis of timber. 
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Figure 80. Norwegian Landscape #2 working drawing (Left Panel), pencil on drafting film, 30 x 40 cm, 2009. This is a tracing from a piece of pine timber. The 
drawing was used in the making of faux bois in the left panel of Norwegian Landscape #2 (figure 79). 
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Figure 81. Earth pigments in an unprocessed state. From upper left: Eidsvold Orange, Eidsvold White, Eidsvold Purple, Wamuran Yellow, Tuncurry Red and in the 
middle Keane’s Green. I name the pigments after the places where I collect them. Keane’s Green is one of the few pigments I purchase. 
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Figure 82. Mixing the powdered earth pigment with acrylic binder to make paint. 
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Figure 83. Earth pigment paint mixed and ready to be used.  
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Figure 84. Studio Interior. 
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Figure 85. Studio work table during painting; showing powdered pigments in plastic containers at rear, paint in glass jars, palettes and brushes. 
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Figure 86. Principle earth pigment paint hues and their Munsell colour notation. 
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Figure 87. Colour tests and notes. 
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Figure 88. Miscellaneous working drawings, pencil and pen on drafting film, various sizes, 2009-2014. Used for finessing details in paintings. 
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